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 ABSTRACT		
	The	presence	of	fashion	in	museums	has	grown	exponentially	over	the	past	decades,	and	Australasian	museums	are	no	different.	Yet,	this	observed	phenomena	has	been	little	examined	from	an	academic	perspective	of	museological	practice.			Indications	of	popularity	or	success	are	only	some	ways	of	understanding	fashion	in	museums.	Museum	fashion	practice	can	also	be	understood	through	the	politics	and	poetics	of	museum	representation,	as	sites	where	knowledge	and	meaning	are	produced	and	assembled.	These	twin	attributes	of	museum	purpose	are	deeply	embedded	in	the	impetus	of	modern	museological	theory	and	practice,	particularly	since	the	turn	to	a	more	inclusive	‘new	museology’.	They	are	understood	in	this	research	project,	through	the	twin	concepts	of	fashion	knowledges	and	material	identities.		The	aim	of	this	thesis	is	to	examine	how	fashion	knowledges	and	material	identities	are	assembled,	through	the	materialities	and	practices	of	fashion	in	museums,	using	the	context	of	Australasia.		To	achieve	this,	this	project	uses	Actor-Network	Theory	to	help	uncover	the	diversity	and	networked	nature	of	museum	fashion	practice,	and	of	museums	as	complex	sites	of	action	and	activity.	Through	a	variety	of	case	studies,	museums	are	revealed	as	fashion	spaces,	located	in	networks,	engaged	in	translations,	which	act	like	other	media	to	present	very	specific	fashion	knowledges	and	material	identities	for	visitors.		This	thesis	concludes	that	museums	are	actively	networked	with	participants	from	the	fashion	industry.	This	has	resulted	in	a	shift	in	curatorial	expertise	to	an	increasing	focus	on	curatorial	facilitation.	This	thesis	proposes	a	refocus	on	museum	visitors,	and	a	need	to	use	museum	materialities	and	practices	to	their	fullest.		
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 1 
Chapter	1:	Museums	in	Fashion					This	thesis	begins	with	five	examples	of	museum	fashion	practice	from	the	last	decade,	in	Australasia	and	internationally.	
	
Example	1	In	2012,	Alice	Revel	(2012)	of	the	international	marketing	consultancy	Fashion’s	Collective,	offered	this	advice	on	brand	positioning	to	potential	clients:			So	what’s	the	new	black	when	it	comes	to	brand	promotion?	Surely	the	new	front	for	generating	enthusiasm	is	Facebook,	Twitter,	or	Tumblr?	Not	so,	as	fashion	houses	have	taken	things	to	the	next	level,	embedding	their	brand	in	the	consumer’s	cultural	consciousness	with	a	much	more	long-lasting	marketing	tool:	the	fashion	exhibition	(¶1).		While	notably	oversimplifying	the	realities	of	initiating	and	undertaking	such	a	collaboration,	the	article	went	on	to	cite	other	then-recent	examples	of	designer	fashion	exhibitions	in	Florence	(Gucci),	Moscow	(Dior),	New	York	(Alexander	
McQueen)	and	Shanghai	(Chanel),	along	with	in-house	online	virtual	museums	showcasing	the	couture	brands	Prada	and	Valentino.					Within	marketing	logic,	the	identity	of	a	brand	and	the	identity	of	a	fashion	wearer	are	inextricably	linked	through	consumption,	and	need	to	be	constantly	managed	and	maintained	to	ensure	desire	and	purchase	eventuate	(Aspers,	2010).	Revel’s	(2012)	article	emphasised	the	museum’s	ability	to	convey	“cultural	gravitas	...	[and]	intellectual	credibility”	(¶5),	to	educate	consumers	about	a	brand’s	“story”	(¶5),	and	to	potentially	help	forge	“a	deeper	connection	and	more	long-lasting	relationship	with	individuals	than	any	two-dimensional	advertising	campaign”	(¶5).			
 2 
Emulation	and	status	acquisition	are	both	functions	of	fashion	that	are	expressive	of	identity	and	a	stimulus	to	fashion	change	and	consumption	(Lynch	&	Strauss,	2007).	For	Revel	(2012),	in	this	the	museum	was	complicit:			 Consumers	in	newer	markets	might	not	be	able	to	commit	to	purchasing	a	luxury	purse,	so	the	price	of	an	exhibition	ticket	provides	entry-level	access	to	a	high-end	label,	and,	more	crucially,	educates	new,	aspirational	customers	(¶4).		While	there	is	nothing	new	about	museums	collaborating	(sometimes	controversially)	with	retail	outlets	and	designer	fashion	brands	(Petrov,	2008,	pp.	116-118;	Silverman,	1986;	Stevenson,	2008;	Taylor,	2004),	Revel’s	advice	made	the	benefits	to	the	fashion	industry	unusually	explicit,	while	positioning	museums	as	a	source	of	knowledge	about	fashion,	and	consequently,	as	a	means	to	facilitate	fashion’s	potential	for	identity-making.		
Example	2	Between	May	and	August	of	2011,	over	660,000	visitors	‘‘flocked’’	(Revel,	2012,	¶2)	to	The	Metropolitan	Museum	of	Art	(MMOA),	New	York,	to	see	Alexander	
McQueen:	Savage	Beauty,	an	exhibition	that	“celebrated	the	late	Alexander	McQueen’s	extraordinary	contributions	to	fashion”	(MMOA,	2011,	¶	5).	The	exhibition	was	so	popular	that	record	attendances	placed	Alexander	McQueen	in	the	ten	most-visited	exhibitions	ever	shown	at	MMOA	(Greenberger,	2015).	Given	the	couturier’s	extravagant,	embellished	and	provocative	designs,	and	following	his	recent	suicide	(Frankel,	2012,	p.	27),	this	may	have	been	an	example	of	what	curator	and	fashion	historian	Valerie	Cumming	(2004)	has	called	the	“‘death,	sex	and	jewels’	approach	to	exhibition	planning”	(p.	75),	with	all	the	attendant	benefits	of	few	conservation	restrictions	on	loaned	non-collection	garments,	high	visitation,	extensive	publicity,	and	lucrative	potential	for	sponsorship,	fundraising	or	new	collection	donations.			Initiated	prior	to	McQueen’s	death,	and	developed	after	in	close	collaboration	with	the	Alexander	McQueen	fashion	house,	the	exhibition	also	served	to	enhance	visitor’s	knowledge	of	the	designer’s	repertoire,	and	to	engage	audience	identification	with	McQueen	and	his	surrounding	celebrity	culture.	It	
 3 
helped	immortalise	a	globalised	brand	associated	with	an	individual	who	regarded	his	collections	as	“autobiographical”	(Bolton,	2011,	p.	16);	and	whose	work	MMOA	(2011)	defined	as	“a	conceptual	expression	of	culture,	politics,	and	identity”	(¶	5).	By	denying	the	socially	networked	nature	of	fashion	production,	it	did	little	to	challenge	the	myth	of	individualised	creative	genius	(Aspers	&	Skov,	2006;	Kawamura,	2005;	McNeil,	2008),	yet	tellingly,	parts	of	this	network	of	inspiration,	production	and	reception	were	revealed,	through	videos	of	elaborate	catwalk	performances,	and	by	reference	to	museum	histories,	in	a	section	titled	‘Cabinet	of	Curiosities’	(MMOA,	2011).	Four	years	later,	the	exhibition	similarly	broke	all	previous	attendance	records,	when	shown	at	the	Victoria	and	Albert	Museum	(V&A),	in	McQueen’s	home	city,	London	(Akbareian,	2015;	Calinao	&	Lin,	2017).		
Example	3	In	2012,	Auckland,	New	Zealand,	curators	at	Auckland	War	Memorial	Museum	Tāmaki	Paenga	Hira	(AWMM)	engaged	a	potentially	new	and	much	more	diverse	audience,	by	getting	out	to	the	streets	and	markets	of	their	city,	to	take	photographs	of	members	of	the	public	wearing	t-shirts,	which	were	presented	in	an	online	and	onsite	exhibition	called	Identi-tee:	Taku	Tihate,	Taku	Korero,	My	
T-Shirt,	My	Story.	The	project	emphasised	the	democratic	nature	of	fashion	as	a	means	to	communicate	identity	and	knowledge	of	fashion	(Barnard,	2002).	
Identi-tee	also	democratised	the	museum	within	an	experimental	South	Pacific	framework	(Witcomb	&	Healy,	2006),	through	its	focus	on	Māori	and	Pacific	Island	people	(AWMM,	2012,	¶2).	The	project	aimed	to	collate	a	database	of	images	that	expressed	identity	in	an	easily	read	form,	through	what	the	project	curators	identified	as:		 Arguably	the	most	accessible	item	of	dress.	T-shirts	allow	people	to	tell	a	story.	They	express	social,	political,	religious,	economic,	tribal	or	cultural	identities	and	allegiances	(AWMM,	2012,	¶3).			For	the	curators,	Identi-tee	provided:		 An	opportunity	to	test	alternative	methods	of	collection	development	that	not	only	address	practical	museum	concerns	(for	example,	storage	
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and	display	space),	but	also	increased	community	participation	in	collection	development	and	curation	(AWMM,	2012,	¶2).		Members	of	the	community	were	invited	to	submit	images	of	their	t-shirts	and	the	stories	associated	with	them.	Over	300	images	and	stories	were	viewable	online	and	supported	by	the	exhibition,	related	events	and	a	blog,	which	presented	stories	from	Auckland’s	and	New	Zealand’s	diverse	multicultural	population,	through	idiosyncratic	understandings	of	local	fashion.			
Example	4	Concurrently,	in	Sydney,	Australia,	the	Powerhouse	Museum	(PHM)	engaged	with	the	fashion	knowledges	and	material	identities	of	an	equally	diverse	population,	through	the	exhibition	Faith,	Fashion,	Fusion:	Muslim	Women’s	Style	
in	Australia,	which	explored	“Sydney’s	emerging	modest	fashion	market”	through	“faith,	fashion	and	Muslim	identity”	(PHM,	2012d,	¶1-2).	This	exhibition	also	involved	audiences,	through	weblinks	to	existing	and	specially	created	‘streetstyle’	blogs,	showing	images	of	fashionably	dressed	Muslim	women	at	events	and	locations	around	Sydney	(Jones,	2012).			Emphasis	was	placed	on	the	connection	between	fashion,	faith-based	identity,	and	local	inflections	of	faith-based	dressing	(Barnard,	2002;	Sandikci	&	Ger,	2005).	An	exhibition	catalogue	portrayed	the	oppositional,	empowering,	political	and	hybrid	identities	engaged	through	veiled	dressing,	and	the	perceived	threat	that	this	has	represented	for	Australian	national	identity	(Hussein,	2012).	A	webpage	and	exhibition	interactive	asked,	“Are	you	what	you	wear?”	(PHM,	2012b)	and	showed	photographs	of	museum	visitors	holding	up	cards	with	keywords	they	had	written	in	response	to	the	provocation,	“In	a	few	words	tell	us	something	about	yourself	that	we	wouldn’t	know	from	your	appearance”	(PHM,	2012b,	¶1)	[Figure	1.1].	The	responses	reflected	the	exhibition	premise	to	engage	directly	with	visitor’s	perception	of	their	own	and	other’s	dressed	identities	and	diversity	of	knowledges	about	fashion.		
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	Figure	1.1:	Projected	image	of	woman	holding	card	with	keyword	‘Foodie’,	Faith,	Fashion,	
Fusion,	Maitland	Regional	Art	Gallery,	Maitland	NSW.	Image:	Tanya	Zoe	Robinson.				
Example	5	In	2016,	National	Gallery	of	Victoria	(NGV),	Melbourne,	took	possession	of	a	substantial	collection	of	international	fashion	garments,	valued	at	$AU1.4	million,	spanning	the	period	1800	to	2003.	The	gift	made	national	headlines	(Cooke,	2016;	Tedmanson,	2016),	and	was	hailed	as	“one	of	the	world’s	most	sought-after	fashion	collections”	(Joseph,	2016,	¶1).	It	included	haute	couture	garments	from	French	fashion	houses,	including	Dior,	Chanel,	Vionnet	and	
Lanvin,	plus	an	archive	of	photographs,	and	rare	workbooks	by	fashion	designers	Jeanne	Lanvin,	Cristóbal	Balenciaga,	Yves	Saint	Laurent	and	Madame	Grès.			While	NGV	has	a	strong	international	focus,	it	is	also	a	Melburnian,	Victorian	and	Australian	museum,	as	reflected	in	its	position	statement	about	its	fashion	and	textiles	collection:	“the	collection	is	Australia-wide	but	has	a	Melbourne-focus”	(NGV,	2018,	¶1).	Collecting	international	fashion	sits	within	an	institutional	remit	of	contextualisation	common	to	art	museums,	where	local	collections	are	understood	within	the	context	of	international	practice.	
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Originating	from	the	collection	of	Parisian	couturier	Dominique	Sirop,	the	garments	and	archives	were	purchased	and	donated	by	NGV	Foundation	board	member	Krystyna	Campbell-Pretty	in	memory	of	her	husband,	Harold	Campbell-Pretty.	For	the	donor:		 Fashion	is	accessible	...	even	if	you	don’t	like	something,	you	can	agree	the	work	is	beautiful.	It’s	more	immediate,	more	palpable	(than	some	art).	So	I	was	very	comfortable	donating	to	fashion	and	something	that	is	going	to	make	the	gallery	stand	out	on	the	world	stage	(Traill-Nash,	2016b,	¶8-9).		With	intent	to	exhibit	the	garments	and	develop	a	specialist	fashion	research	library	based	on	the	archives,	the	collection	offered	significant	endorsement	and	enhancement	of	the	NGV	fashion	exhibition	programme	(Somerville,	2016).	It	also	presented	a	valuable	conduit	for	knowledge	of	fashion,	implicitly	linked	to	the	identities	of	the	collector,	donor	and	her	husband,	institution	and	Melburnians;	and	potentially,	future	museum	visitors	who	would	view	the	garments.			
Background	to	the	research	project	The	five	examples	above,	from	the	past	decade,	show	a	range	of	strategic	approaches	that	indicate	the	impetus,	popularity,	rationale,	diversity	and	support	of	museum	fashion	practice,	in	Australasia	and	internationally.			From	the	point	of	view	of	a	fashion	marketing	strategist,	museums	offer	significant	benefit	to	fashion	industry	collaborators,	as	a	means	to	showcase	and	extend	knowledge	of	brand	attributes,	in	ways	closely	tied	to	the	identities	of	potential	consumers.	MOMA’s	Alexander	McQueen	exhibition	is	an	indication	of	the	outstanding	appeal	of	fashion	exhibitions	for	visitors.	Yet,	it	is	not	only	international	exhibitions	of	well-known	or	recently	deceased	fashion	designers	that	speak	to	this	popularity	(Abrams,	2015).	In	Australasia,	record	visitation	has	also	been	attributed	to	the	appeal	of	‘blockbuster’	fashion	programming	(Creative	Victoria,	2017;	Gorchakova,	2017;	Laing	&	Frost,	2014;	NGV,	2015b).	With	a	local	focus,	exhibitions,	such	as	Identi-tee	and	Faith,	Fashion,	Fusion,	have	engaged	directly	with	local	fashion	knowledges	and	local	expressions	of	
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identity,	through	fashionable	dressing.	The	flow-on	effect	of	such	museum	fashion	strategies	is	also	apparent	through	Campbell-Pretty’s	donation,	by	inserting	a	local	fashion	collection	into	international	circuits	of	knowledge	about	fashion.		For	museums,	fashion	can	provide	significant	reach	and	audience	engagement,	enhance	visitation	and	provide	strongly	experiential	and	immersive	fashion	experiences.	It	can	also	give	proven	outcomes	against	readily	measured	evidence	of	success,	such	as	visitation	or	diversification	of	donor	or	funding	streams.	As	the	examples	above	show,	museum	fashion	practices	may	also	be	implicit	to	objectives	of	the	fashion	industry,	while	other	exhibitions	may	centre	on	more	quotidian	knowledge	of	fashion	or	expressions	of	identity.			
Problem	statement	and	aim	of	the	research	project	The	presence	of	fashion	in	museums	has	grown	exponentially	over	the	past	decades,	and	Australasian	museums	are	no	different.	Yet,	as	the	next	chapter’s	literature	review	will	show,	this	observed	phenomena	has	been	little	examined	from	an	academic	perspective	of	museological	practice.			Spectacular	fashion	experiences	are	burgeoning,	as	fashion	offers	museums	a	popular,	productive	and	uncritically	accepted	means	to	achieve	audience	and	institutional	outcomes	(Cathcart	&	Taylor,	2014;	Gray,	2014b;	McNeil,	2014).	Yet	these	indications	of	success	are	only	some	of	the	ways	of	understanding	fashion	in	museums.	Museum	fashion	practice	can	also	be	understood	from	the	point	of	view	of	the	politics	and	poetics	of	museum	representation,	as	sites	where	knowledge	and	meaning	are	produced	and	assembled.	These	twin	attributes	of	museum	purpose	–	the	assemblage	of	knowledge	and	the	assemblage	of	meaning	for	visitors	–	are	deeply	embedded	in	the	impetus	of	modern	museological	theory	and	practice,	particularly	since	the	late	1980s	turn	to	a	more	inclusive	“new	museology”	(Butler,	2015;	Vergo,	1989).	They	are	understood	in	this	research	project,	through	the	twin	concepts	of	fashion	knowledges	and	material	identities,	as	defined	in	the	following	chapter.		
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Limits	and	overview	of	the	study	It	is	not	the	purpose	of	this	thesis	to	uncover	quantitative	data	about	of	the	kinds	of	knowledge	or	identities	assembled	in	museums	(questions,	such	as	are	fashion	exhibitions	more	about	glamour,	colour	preference,	everyday	wear,	or	so	forth).	Nor	is	it	the	purpose	of	this	thesis	to	critically	evaluate	museum	fashion	practices.	Rather,	this	research	project	examines	how	the	representative	politics	and	poetics	of	fashion	knowledges	and	material	identities	are	assembled,	through	the	materialities	and	practices	of	fashion	in	museums,	using	the	context	of	Australasia.		To	do	this,	the	next	two	chapters	provide	first,	a	literature	review	and	second,	an	outline	of	the	research	design	and	methodology	used	for	the	research	project.	The	first	also	provides	a	definition	of	terms.	The	second	delineates	the	scope	of	the	research	project	and	outlines	how	chapters	align	to	the	research	methodology	of	Actor-Network	Theory.			The	next	chapter,	Chapter	4:	Museums	as	Fashion	Weeks,	takes	a	case	study	of	one	fashion	exhibition	to	uncover	the	complexity	and	networked	nature	of	museum	fashion	practice,	and	of	museums	as	complex	sites	of	action	and	activity.	Doing	so	helps	introduce	the	materialities	and	practices	implicit	to	the	assemblage	of	fashion	knowledges	and	material	identities	in	museums,	and	the	effect	that	this	may	have	on	visitors.			The	following	four	chapters	then	unpack	museum	fashion	materialities	and	practices.	Chapter	5:	Museums	as	Fashion	Spaces	identifies	museums	as	one	of	a	number	of	sites	where	fashion	is	assembled.	It	provides	a	means	of	comparison	with	other	fashion	spaces	that	share	similar	characteristics,	to	help	place	the	site	of	action	and	consider	the	potential	for	visitor’s	co-creation	of	fashion	knowledges	and	material	identities,	through	exhibition.		
	
Chapter	6:	Museums	in	Fashion	Networks	considers	a	range	of	ways	in	which	museums	are	located	in	fashion	networks,	as	participants,	collaborators	and	inspiration,	and	what	this	may	mean	for	museum	practice.		
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	The	interpretation	of	fashion	knowledges	and	material	identities	are	then	drawn	out	in	Chapter	7:	Museums	as	Fashion	Translations,	through	a	case	study	of	one	garment,	exhibited	in	a	range	of	contexts.	This	is	followed	in	Chapter	8:	
Museums	as	Fashion	Media,	by	an	exploration	of	some	limits	of	museum	fashion	practice,	by	comparison	with	fashion	media.		The	final	chapter	and	thesis	conclusion	draws	together	these	threads	of	enquiry	to	reassemble	museum	fashion	practice,	and	answer	the	question:			 How	are	fashion	knowledges	and	material	identities	assembled,	through	museum	materialities	and	practices	in	Australasia?				
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Chapter	2:	Fashion	in	Museums					In	2011,	curator	and	academic	Marie	Riegels	Melchior	(2011)	observed	that	“fashion	is	in	fashion	in	museums”	(p.	1).	Her	comments	were	inflected	by	the	evidential	and	exponential	growth	over	the	past	decades	of	the	presence	of	fashion	in	museums	internationally.	As	the	examples	in	the	previous	chapter	indicate,	Australasian	museums	are	no	different.	Yet	how	can	this	phenomenon	be	understood?	As	the	extent	and	volume	of	fashion	collecting	and	exhibiting	appears	to	have	grown,	what	has	been	the	response	in	academic	evaluation	and	understanding?	How	can	further	research	contribute	to	what	has	already	been	observed,	practiced	and	experienced?		The	evident	groundswell	of	fashion	in	Australasian	museums	is	worthy	of	enquiry	in	its	own	right,	as	a	distinct	set	of	new	actors,	spaces,	networks	and	translations	are	apparent.	While	some	are	no	doubt	well-understood	through	museological	insights,	others	may	offer	new,	or	relatively	unexplored,	ways	of	understanding	fashion	in	museums.	In	order	to	understand	what	these	assemblages	of	fashion	in	Australasian	museums	might	reveal,	this	chapter	sets	out	some	definitions	and	a	literature	review,	as	a	means	to	propose	and	confine	the	scope	of	enquiry	and	to	foreground	this	research	project.			
Definition	of	terms:	clothing,	dress,	costume	and	fashion		As	a	general	rule,	the	term	clothing	includes	the	full	range	of	garments	worn	by	people,	with	the	term	dress	used	to	include	other	items	of	adornment	or	bodily	modification.	This	précis	draws	on	the	definition	developed	by	Roach-Higgins	and	Eicher	(1992),	in	a	seminal	text	on	dress	and	identity,	which	has	become	an	influential	standard	(Barnard,	2002,	pp.	8-19;	Black,	et	al.,	2013,	pp.	26-28;	Kaiser,	2013,	pp.	4-5;	Shukla,	2015;	Skjulstad,	2014;	Skov	&	Melchior,	2010;	Tortora,	2010,	pp.	3-4;	Welters	&	Lillethun,	2011).	Within	museums,	conservation	concerns	preclude	garments	being	worn,	so	for	this	reason	some	curators	have	preferred	the	term	costume,	as	clothing	may	suggest	garments	
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intended	for	wearing	(Tarrant,	1983).	Fashion	is	a	looser	definition	dependent	on	understandings	of	change	in	clothing	style	(Barnard,	2014,	pp.	8-25;	Kawamura,	2005;	Tortora,	2010),	which	carries	connotations	of	a	dynamic,	European	and	privileged	elite	(Black,	et	al.,	2013;	Niessen,	2003;	Skov	&	Melchior,	2010);	as	a	verb	it	may	also	refer	to	the	making	or	fashioning	of	garments	(Steele,	2010,	p.	xvii;	Welters	&	Lillethun,	2011,	p.	xxvi).		A	garment	is	identified	as	“an	item	of	clothing”	in	the	Oxford	Dictionaries	(2018),	with	clothes	simply	“items	worn	to	cover	the	body”	(s.v.	clothes),	and	clothing	being	the	mass	noun	of	clothes.	Of	note	is	that	Skov	and	Melchior	(2010)	have	claimed	that:		 On	the	whole,	the	term	clothing	has	not	been	used	as	an	analytical	concept	by	any	research	tradition,	but	it	is	sometimes	the	preferred	term	because	it	is	a	neutral	and	descriptive	designation	(¶4).		Here,	Skov	and	Melchior	were	referring	to	analytical	frameworks	for	the	study	of	clothing	per	se.	Where	used	in	this	thesis,	the	term	clothing	is	also	used	as	a	similarly	neutral	and	inclusive	designation.	Significantly,	one	field	that	does	prefer	the	term	clothing	is	material	culture	studies	(Labrum,	2010b),	as	evidenced	in	the	use	of	the	term	in	works	that	advocate	or	employ	material	culture	methods	(Baumgarten,	2002;	Colchester,	2003b;	Kuchler	&	Miller,	2005;	Labrum,	McKergow,	&	Gibson,	2007;	Schnieder,	2005;	Tetley,	2010).	This	is	important	as	a	perspective	based	in	material	culture	theory	also	informs	research	undertaken	for	this	thesis.			Terms	are	often	used	interchangeably	in	any	one	paper	or	context	and	have	been	an	ongoing	source	of	debate	(Barnard,	2002,	pp.	8-19;	Black,	et	al.,	2013,	pp.	26-28;	Crane,	2000;	McNeil,	2010),	with	changing	use	over	time	reflecting	shifting	interests,	valuing	and	preferred	methodologies	for	study	(Riello	&	McNeil,	2010).	In	museums,	the	term	fashion	has	become	predominant	as	museums	reflect	these	changes.	For	example,	in	2007	the	Museum	of	Costume,	in	Bath,	Britain,	updated	its	name	to	the	Fashion	Museum	(de	la	Haye,	2010;	Harden,	2014);	and	over	the	past	decade	several	new	museums	adopted	
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designations	incorporating	either	fashion,	or	its	linguistic	equivalents,	mode	or	
moda	(Melchior,	2011).	McNeil	(2014)	has	wryly	suggested	that	“dress	and	costume	are	now	dirty	words”	(p.	29)	in	museums.	This	is	also	reflected	in	the	use	of	the	term	costume,	which	now	tends	to	be	found	in	older	publications,	as	evident	in	their	titles	(Arnold,	1973;	Bradfield,	1968;	Cunnington	&	Cunnington,	1970;	Laver,	1969;	Severa	&	Horswill,	1989;	Tarrant,	1983,	1994).			
Costume	is	defined	in	the	Oxford	Dictionaries	(2018)	as	“a	set	of	clothes	in	a	style	typical	of	a	particular	country	or	historical	period”	(s.v.	costume),	and	also	has	association	with	garments	worn	for	dramatic	performance	or	sport.	Where	it	is	used	in	academic	writing	today,	it	is	typically	employed	to	emphasise	an	interest	in	historical	Western	clothing	(e.g.,	Jarvis	(2009);	Tortora	(2005);	
Costume:	The	Journal	of	the	Costume	Society),	so	is	narrower	in	use	than	the	term	clothing	which	can	include	garments	from	all	cultures	and	time	periods,	despite	many	costumes	having,	at	one	time,	been	fashion.	With	the	increase	in	publishing	has	also	come	a	growing	awareness	of	fashion	outside	mainstream	Eurocentric	viewpoints,	and	a	substantial	body	of	literature	has	developed	exploring	fashion	in	multiple	social	and	cultural	contexts	(Cole,	2005;	Geczy	&	Karaminas,	2013;	Jay,	2016;	Kaiser,	2013;	Kramer,	2015;	Lewis,	2015;	Rovine,	2015;	Steele,	2013;	Williams,	2015).	This	has	significance	for	museums	as	sites	that	aim	to	engage	multiple	publics.			In	contrast	to	costume,	fashion	suggests	rapid	and	periodical	contemporary	change.	Oxford	Dictionaries	(2018)	defines	fashion	as	“a	popular	or	the	latest	style	of	clothing,	hair,	decoration,	or	behaviour”	(s.v.	fashion),	and	gives	the	example	of	“the	latest	Parisian	fashions”	(s.v.	fashion).	From	a	sociological	viewpoint,	Aspers	and	Godart	(2013)	have	observed	that	“there	is	much	confusion	about	what	fashion	actually	is	...	a	clear	definition	is	still	lacking”	(p.	172).	They	conclude	that	fashion	“is	a	type	of	change,	like	fads	or	innovations”	(p.	186),	reiterating	that	“the	concept	of	fashion	has	not	been	fully	clarified”	(p.	187).	This	changing	aspect	of	fashion,	as	something	understood	between	people,	is	reinforced	by	the	Oxford	Dictionaries	(2018)	definition	of	fashionable	as	“characteristic	of,	influenced	by,	or	representing	a	current	popular	style”	by	
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giving	the	example	of	“fashionable	clothes”	and	whereof	a	person,	“dressing	or	behaving	according	to	the	current	trend”	or	whereof	a	place,	“frequented	by	fashionable	people”	(s.v.	fashionable).		As	Roach-Higgins	and	Eicher	(1992)	have	noted,	the	term	fashion	“lacks	precision”	(p.	3)	because	it	is	applied	to	many	things.	They	emphasise	defining	characteristics	of	fashion	in	the	processes	of	“introduction,	mass	acceptance,	and	obsolescence”	(p.	3).	Barnard	(2014)	adds	communication	to	these	spatial	and	temporal	aspects,	noting	that	“functions	of	fashion	are	social,	cultural,	economic	and	aesthetic	functions”	(p.	32).	Thus,	for	Barnard	fashion	carries	with	it	a	strong	presumption	of	communicative	action,	particularly	in	relation	to	the	expression	of	identities	or	knowledge	about	of	these	functions	of	fashion.	As	fashion	and	cultural	studies	academic	Susan	Kaiser	(2013)	has	outlined:		 Fashion	is	never	finished,	and	it	crosses	all	kinds	of	boundaries.	It	is	ongoing	and	changes	with	each	person’s	visual	and	material	interpretations	of	who	he	or	she	is	becoming	and	how	this	connects	with	others’	interpretations	(p.	1).			This	means	that	within	this	thesis,	use	of	the	term	fashion	is	often	directed	by	context,	the	content	of	exhibitions,	or	through	self-definition	by	museum,	garment	wearers	or	fashion	industry	participants.	Yet,	as	will	be	shown,	nuance	between	terms	can	also	be	used	to	both	define	exhibitions	and	practices,	and	to	better	interrogate	communicative	intent	or	effect	within	museums.			In	preferencing	the	term	fashion,	it	is	intended	to	exclude	other	items	of	dress	(however	fashionable)	that	are	regarded	as	accessories,	as	this	helps	to	confine	the	study.	Accessories	are	defined	by	the	Oxford	Dictionaries	(2018)	as	“a	small	article	or	item	of	clothing	carried	or	worn	to	complement	a	garment	or	outfit”	(s.v.	accessories),	so	include	items	such	as	hats,	shoes	and	other	objects	of	adornment.	It	is	important	to	acknowledge	however,	that	the	International	Council	of	Museums	Costume	Committee	(1981)	has	developed	a	Vocabulary	of	
Basic	Terms	for	Cataloguing	Costume,	which	includes	within	the	lists	of	women’s,	men’s	and	infant’s	garments,	accessories	that	are	“worn,”	“carried,”	“added	to	body	or	clothing	for	ornament,”	“used	in	the	care	of	the	person	or	
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clothing,”	“used	for	making	clothing”	or	“used	in	the	making	and	adjusting	of	clothes”	(see,	titles	of	sub-categories).	Fortunately,	these	are	clearly	defined	as	separate	sub-categories,	so	although	international	standards	and	definitions	are	important	to	museums,	for	the	purposes	of	this	study,	exhibitions	that	focus	primarily	on	accessories	are	not	the	focus	of	case	studies,	which	instead	focus	on	fashion	clothing.	
	
Material	identities	What	is	meant	by	material	identities?	The	term	is	used	throughout	this	thesis	to	suggest	an	expression	of	identity	based	in	‘things’.	Material	culture	theory,	like	much	museum	theory,	has	used	terms	such	as	material,	materiality,	stuff	or	
things	interchangeably	to	indicate	the	agency,	communicative	and	meaning-making	power	embedded	in	tangible	objects	(Buchli,	2002,	p.	6;	Dudley,	2012;	Hodder,	1989;	Lubar	&	Kingery,	1993;	Miller,	2010,	1998;	Pearce,	1992,	pp.	4-6;	Witcomb,	2010).	In	the	context	of	this	thesis,	there	is	intentionally	throughout,	a	double	meaning	intended	in	the	use	of	the	term	material	identities:	to	emphasise	both	the	materiality	of	fashion,	and	the	way	that	identity	is	expressed	through	that	materiality.	The	following	sections	begin	by	considering	understandings	of	identity	and	identification,	then	relate	this	to	perspectives	on	clothing	and	fashion,	especially	where	connected	to	material	culture	theory	or	museum	theory.		
Definition	of	terms:	identity	and	identification	Despite	having	become	a	“unifying	theme”	(Jenkins,	2008,	p.	28)	since	the	1990s,	and	one	of	the	“most	commonly	used	terms”	(Côté,	2001,	p.	2),	there	is	no	consensus	regarding	a	definition	of	the	term	identity	within	the	social	sciences	and	humanities	(Brubaker	&	Cooper,	2000).	Brubaker	and	Cooper	claim	that	the	term	is	“richly	...	hopelessly	–	ambiguous”	(p.	1),	and	propose	that	as	an	analytical	category	it	is	at	risk	of	being	reified	and	should	be	dispensed	with	altogether	in	favour	of	more	processual,	active	terms,	such	as	identification.	Yet	equally,	generality,	ease	of	use	and	broad	adoption	are	claimed	to	be	of	benefit	and	valid	reason	for	retention,	even	by	those	who	share	these	concerns	(Jenkins,	2008,	pp.	14-15).	Internationally,	identity	studies	is	regarded	as	
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important	within	the	humanities	and	social	sciences	(Crossley,	2005,	pp.	144-147;	Elliot,	2011),	yet	for	some,	identity	theory	and	research	is	regarded	as	emergent	and	fragmented	(Côté,	2001,	2006).		Within	identity	studies	dominant	perspectives	are	drawn	from	sociology	and	psychology.	As	Côté	(2006)	has	outlined,	from	the	early	1900s	psychiatry	and	psychoanalysis	developed	pathological	perspectives	on	identity	based	in	personality	aberration,	whereas	from	the	1950s,	sociological	perspectives	focussed	on	the	effects	of	social	change,	social	integration	and	personal	meaning;	to	now	emphasise	the	social,	relational	and	interpersonal	nature	of	identity,	“not	as	a	property	of	the	person	so	much	as	a	‘property	of	interaction’”	(p.	9).	The	field	of	identity	studies	is	further	divided	between	objectivist	and	subjectivist	positions	that	view	social	reality	as	“fixed,	obdurate	and	independent	of	human	consciousness	...	[as	against]	indeterminate	and	dependent	on	social	constructions”	(p.	9);	and	between	those	for	whom	the	existing	social	order	represents	“universal	processes”	and	“benign	functionality”	(p.	10)	with	little	impact	on	identity	formation,	versus	those	who	consider	that	“identity	processes	are	contextual”	(p.	10)	and	can	impact	identity	formation.			The	term	identity	has	its	origin	in	the	late	Latin	identitas,	derived	from	Latin	
idem,	meaning	‘same’,	and	is	defined	by	Oxford	Dictionaries	(2018)	as	“a	close	similarity	or	affinity”	or	“the	fact	of	being	who	or	what	a	person	or	thing	is”	(s.v.	identity).	For	social	scientists	such	factuality	is	disputed,	as	identity	–	whether	personal,	social	or	collective	–	is	recognised	as	fluid,	unstable,	fragmented	and	fluctuating	(Brubaker	&	Cooper,	2000;	Jenkins,	2008).	As	Lawler	(2008)	explains:			 It	is	not	possible	to	provide	a	single,	overarching	definition	of	what	it	is,	how	it	is	developed,	and	how	it	works.	There	are	various	ways	of	theorizing	the	concept,	each	of	which	develops	different	kinds	of	definition	(p.	2).		What	is	possible,	is	to	find	common	thematic	understandings	that	inform	approaches.	As	the	focus	of	this	thesis	is	on	museums,	privilege	is	given	here	to	theory	that	emphasises	the	interactive,	processual,	constructed	and	contextual	
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nature	of	social	identification,	in	keeping	with	Jenkins’	(2008,	p.	16)	broad	overview	and	sociological	framework,	which	emphasised	that	identity	is	also	classificatory,	relational,	not	internally	consistent,	not	easily	mapped	from	one	person	to	another,	and	that	it	is	never	disinterested	or	neutral.	These	aspects	of	identification	have	implications	for	museum	practice	and	have	been	recognised	within	museums	literature	as	expressions	of	power	and	governance	(Bennett,	2004a),	processes	of	knowledge	construction	(Alberti,	2009),	in	a	rhetoric	of	newness	(Message,	2006),	through	the	making	of	meaning	(Pearce,	1992),	or	have	been	naturalised	through	the	work	of	fashion	curators	(Taylor,	2002).			The	central	premise,	accepted	here,	is	that	identity	is	not	a	‘thing’:	it	is	a	process	of	identification	that	has	to	be	enacted	(Brubaker	&	Cooper,	2000,	p.	14;	Hall,	1996;	Jenkins,	2008,	p.	5;	Lawler,	2008,	p.	2),	through	means	such	as	technologies,	processes,	symbols	and	experiences	(Jenkins,	2008);	and	that	the	same	principles	of	identification	apply	to	individuals,	groups	or	collectives	(Jenkins,	2008,	pp.	79-80).	Perceptions	of	sameness	and	difference	(across	time	and	between	things	or	persons)	are	fundamental	to	people,	as	to	find	similarity,	is	to	also	recognise	difference	(Côté,	2006,	p.	6;	Hall,	1996;	Jenkins,	2008,	p.	16;	Lawler,	2008,	p.	2).	To	discern	these	distinctions	implies	that	processes	of	classification	and	association	are	also	essential,	and	so	suggests	a	“degree	of	reflexivity”	(Jenkins,	2008,	p.	16)	and	location	in	practice.	Categorisation	therefore,	is	also	fundamental	to	processes	of	identification	(Jenkins,	2008,	pp.	79-93;	160-175).			Despite	using	binary	terms	such	as	sameness	and	difference,	resulting	identifications	need	not	be	(and	are	unlikely	to	be)	clearly	marked	by	boundaries	or	even	real.	Groups	such	as	communities	(Cohen,	1985),	nationalities	(Anderson,	1983),	and	other	collectivities	are	“more	elusive	than	bodies”	(Jenkins,	2008,	p.	10)	and	so	do	not	have	“a	definite	bounded	material	existence	in	time	and	space”	(Jenkins,	2008,	p.	10);	only	individuals	can	have	these	attributes.	Yet	people	too,	can	be	ascribed	or	claim	multiple	and	contradictory	identifications	(Lawler,	2008,	p.	3).	Groups,	group	membership	and	organisations	can	be	powerfully	imagined	(Anderson,	1983),	yet	although	
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imagined,	they	are	not	imaginary:	“they	are	experientially	real	in	life”	(Jenkins,	2008,	p.	11).	Thus,	people	behave	in	ways	that	make	groups	real	and	in	doing	so	construct	that	reality	(Jenkins,	2008,	p.	12).	This	reinforces	the	proposition	that	identities	are	social	constructions,	yet	does	not	prevent	recognition	that	institutional	categories	and	identifications	can	be	imposed,	even	if	not	necessarily	adopted	by	those	they	are	enacted	upon	(Brubaker	&	Cooper,	2000),	or	that	processes	of	identification	do	not	necessarily	result	in	fixed,	concrete	identities.				Discussions	of	material	identities	throughout	this	thesis	are	therefore	not	intended	to	define	the	nature	of	the	specific	identities	assembled	through	museums.	Rather,	the	intent	is	to	locate	points	at	which	identification	is	realised	or	may	be	possible	for	museum	participants,	through	the	processes,	content	and	context	of	museum	materialities	and	practices.	This	is	important	because	identity	is	one	of	the	enduring,	central	narratives	built	around	fashion	and,	when	expressed	through	fashion,	is	a	significant	way	through	which	people	make	meaning	of	their	own	and	other’s	identities.		
Perspectives	on	fashion	and	identity	Two	aspects	of	identification	have	particular	salience	in	relation	to	fashion.	The	first,	described	by	Jenkins	(2008),	is	that	“identification,	whether	individual	or	collective,	is	always	symbolically	constructed”	(p.	120).	The	second,	is	that	because	humans	are	social	and	embodied	individuals,	“identification	in	isolation	from	embodiment	is	unimaginable”	(p.	41):			 The	human	body	is	simultaneously	a	referent	of	individual	continuity,	an	index	of	collective	similarity	and	difference,	and	a	canvas	upon	which	identification	can	play	(p.	41).		This	likely	explains	the	ubiquity	of	fashion	clothing	(Lemire,	2009;	Schnieder,	2005),	its	close	association	with	embodied	selves	(Entwistle,	2000b,	2005;	Hulsbosch,	2006;	Johnson,	Torntore,	&	Eicher,	2003;	Negrin,	2008;	I.	Woodward,	2007)	and	why	fashion	has	long	been	recognised	as	a	particularly	potent	symbol	of	identity,	through	the	presentation	of	self	(Barnard,	2014;	
 19 
Crane,	2000;	Davis,	1992;	de	la	Haye	&	Wilson,	1999;	Goffman,	1959;	González	&	Bovone,	2012;	Negrin,	2008;	Roach-Higgins	&	Eicher,	1992;	Roach-Higgins,	Eicher,	&	Johnson,	1995).	It	may	also	explain	why	other	functions	of	clothing,	such	as	physical	and	environmental	protection,	modesty	or	health,	may	be	disregarded	in	favour	of	the	communicative	power	of	fashion	(Barnard,	2002).			The	proposition	that	fashion	acts	as	a	symbol	of	identity	permeates	literature	on	clothing.	From	at	least	the	mid-sixteenth	century	European	publications	sought	to	categorise	group	identity	by	presenting	images	and	descriptions	of	typical	fashions	(or	habits)	based	in	place,	culture,	class,	gender,	social	status	and	occupation	(Taylor,	2004,	pp.	4-43)	[Figure	2.1].	From	about	1900	(Rocamora	&	Smelik,	2015),	new	sociological	and	psychological	approaches	professed	the	significance	of	fashion	as	an	indication	of	leisured	identity	based	in	wealth	(Veblen,	1998	[1899]),	social	differentiation	through	change	(Simmel,	1957	[1904]),	or	feminine	sexual	attraction	(Cunnington,	2003	[1935];	Flugel,	1950);	but	within	anthropology	and	ethnography,	these	meanings	were	largely	overlooked	due	to	an	emphasis	on	technical,	artistic	and	social-structural	concerns	(Schwarz,	1979;	Taylor,	2002,	pp.	193-199).		
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	Figure	2.1:	Etching	by	Wenceslaus	Hollar,	1639,	from	a	series	showing	habits	of	English	women.	Image:	The	Trustees	of	the	British	Museum.				Evenson	(2010)	has	identified	seventeen	ways	in	which	how	people	dress	relates	to	identity:	as	marker	of	gender,	age,	culture,	wealth	or	socio-economic	status,	signification	of	office	or	authority,	sexual	availability,	group	allegiance,	taste,	state	of	mourning,	rank,	occupation,	access	to	power,	respectability,	conformity	or	opposition,	and	as	expression	of	artistic	sensibility	or	individuality.	Throughout	these	categories,	emphasis	lies	in	the	communicative	potential	or	meaning	of	fashion	as	something	that	can	be	read	(or	misread)	by	others	(Barnard,	2002;	Barthes,	2006	[1960];	Baumgarten,	2002;	Damhorst,	Miller-Spillman,	&	Michelman,	2005;	de	la	Haye	&	Wilson,	1999;	Kaiser,	1997;	Lurie,	2000;	Ross,	2008).	Thus	fashion	is	investigated	as	symbol	of	individual	expression	or	shared	group	identification	based	in	sexual	preference	(Cole,	2005),	ethnic	diasporic	style	(Colchester,	2003b;	Miller,	2009),	subcultural	
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allegiance	(de	la	Haye,	1996;	de	la	Haye	&	Dingwall,	1996;	Evans,	1997;	Hebdige,	1979;	Polhemus,	1988),	or	an	‘imagined	community’	of	taste	(Stupples,	2011).	Other	works	complicate	this	signification	by	re-reading	fashion	as	enabling	oppositional	(Barnard,	2002;	Schmidt	&	Tay,	2009),	globalised	(Eicher,	Evenson,	&	Lutz,	2008;	Maynard,	2004),	reforming	(Crane,	2000,	2010),	ambivalent	political	(Sandikci	&	Ger,	2005;	Wilson,	2003,	pp.	228-247),	sustainable	(Maynard,	2013)	resistant	(Brickell,	2002)	or	ambiguous	identities	(Barnard,	2002);	or	as	engaging	a	postmodern	bricolage	that	expresses	“contemporary	speculations	and	anxieties	about	the	body	and	identity”	(Arnold,	2001;	Evans,	2003,	p.	5).			Elsewhere,	group	distinctiveness	is	recognised	in	place-based	fashion	identities,	located	in	“world	fashion	cities”	(Breward	&	Gilbert,	2006;	Ingram	&	Sark,	2011),	in	countries	such	as	Australia	or	New	Zealand	(Craik,	2009,	2017;	de	Pont,	2012d;	Hammonds,	Lloyd	Jenkins,	&	Regnault,	2010;	Maynard,	1994b,	1999b,	2000b,	2004;	Menkes,	2015;	Oakley	Smith,	2010;	Schmidt	&	Tay,	2009;	Wolfe,	2001),	or	between	these	countries	due	to	shared	patterns	of	colonial	settlement	(Craik,	2009).	There	is	a	growing	body	of	work	that	further	refines	fashion	identities	to	focus	on	very	specific	Australasian	locations,	time	periods	and	social	groups,	such	as	Queensland	(Buick	&	King,	2015;	Maynard,	1994a),	Wellington	(Perry,	2014),	the	small	New	Zealand	city	of	Dunedin	(Thompson-Fawcett,	2007),	1960s	Australian	fashion	stores	(Carter,	2004),	the	Victorian	goldfields	(Cramer,	2017a),	New	Zealand’s	millennial	politics	(Larner,	Lewis,	&	Heron,	2009);	or	urban	(Peers,	2010),	youth	(Griffiths,	2004),	music	(Swale	&	Wilson,	2016),	streetstyle,	cultural	or	shopping	identities	(Jones,	2010;	Kavka,	2006;	McNeill	&	McKay,	2016;	Peterson	&	Lythberg,	2010);	as	well	as	embodied	states,	such	as	pregnancy	(Longhurst,	2005).	Also	reflective	of	increasing	academic	interest	in	recent	Australasian	fashion	histories,	many	more	examples	of	such	literature	are	integrated	throughout	this	thesis.	These	form	an	increasingly	abundant	source	of	situated	fashion	knowledges,	alongside	more	common	sources,	such	as	seeing	fashion	worn	on	the	bodies	of	others,	in	fashion	media,	or	as	will	be	shown	through	this	thesis,	in	museums.			
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Material	identities	and	new	museology		Within	museums,	the	symbolic	or	signifying	nature	of	objects	is	well	understood	(Pearce,	1992,	1994),	yet	fundamental	ways	in	which	fashion	is	experienced	and	linked	to	identity	become	disrupted	through	museum	practices.	A	broad	body	of	literature	has	sought	to	understand	representations	and	constructions	of	identity	through	museum	practices.	Sustained	works	have	investigated	issues	of	identity,	driven	by	perspectives	based	in	equality	of	access	and	the	politics	of	representing	cultures,	histories,	groups	and	nationalities	at	varying	time	periods	(Dodd,	Sandell,	Delin,	&	Gay,	2004,	2005;	Fladmark,	1999;	Hill,	2005,	pp.	69-89;	Kaplan,	1994;	Kavanagh,	1998;	Macdonald	&	Fyfe,	1996;	MacKenzie,	2009,	pp.	265-268;	Message,	2006,	2009;	Newman	&	McLean,	2006;	O'Neill,	2006;	Sandell,	2007b;	Simpson,	2001);	as	well	as	self-realisation	of	identity	through	collecting	(Belk,	1994;	Pearce,	1992,	1994,	1995).			The	impetus	for	such	approaches	was	the	late	1980s	turn	to	a	new	museology	(Vergo,	1989),	which	exposed	the	inherent	lack	of	neutrality	in	all	practices	carried	out	in	museums,	prompted	recognition	of	a	bias	towards	power	and	the	active	construction	of	knowledge,	and	actioned	the	need	for	greater	reflexivity	and	inclusivity	of	practice	by	museum	professionals	(Butler,	2015;	Ross,	2004).	Such	approaches	have	also	helped	reveal	ways	in	which	clothing	and	fashion	are	implicitly	linked	to	perceptions	of	identity	through	museum	actions.	This	has	been	shown	in	collections,	for	example,	through	selective	representations	or	exclusion	of	groups,	such	as	children	(Brookshaw,	2009;	Townsend,	2008),	differently	abled	people	(Dodd,	et	al.,	2004;	2005,	p.	14;	Sandell,	2007a),	gender	stereotypes	(Jones,	2005;	Summers,	2000),	or	through	naming,	identifying	terminology,	conservation,	and	other	processes	applied	to	garments	(Cameron,	2008;	Eastop,	2000,	2006,	2007a,	2007b;	Harwood,	2011;	Hutchinson,	2011;	Smith	&	Laing,	2011;	Smith,	et	al.,	2007).	It	is	evident	that	exhibitions	and	collections	are	dominated	by	women’s	fashion	(Cumming,	2004;	de	la	Haye,	2010;	Druesedow,	2010;	Fukai,	2010;	Larsson,	2014;	Maynard,	1991;	Petrov,	2014;	Thompson,	2010),	and	an	under-representation	of	men,	marginalised	or	subcultural	groups,	and	some	eras	of	clothing	(Breward,	2008;	Clynk	&	Peoples,	2015;	de	la	Haye,	1996;	Evans,	1997;	Horsley,	2017;	Maynard,	1991,	1994b;	
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McKergow,	2000;	Moore,	1999;	Reade,	2010;	Smith,	2017;	Summers,	2000;	Taylor,	2004;	Thompson,	2010).	Further,	cultural	communities	are	often	visible	through	a	limited	range	of	historic	examples	but	absent	through	modern	customary	dress	(Butts,	2007;	Wallace,	2007).	By	favouring	garments	of	high	quality	and	good	condition	(Eastop,	2000;	Jocic,	2010)	clothing	collections	can	also	‘sanitise’	groups	and	by	association	the	experience	of	individuals,	by	selectively	preferring	clean	and	presentable	examples	(Bide,	2017;	Moore,	1999;	Summers,	2000).	While	new	museology	is	typically	expected	to	address	inequalities	of	representation	for	minorities	or	marginalised	social	groups,	fashion	does	not	sit	outside	these	concerns.	Fashion	can	also	exclude	or	maginalise	people,	for	example,	through	its	focus	on	idealised	conceptions	of	fashionable	appearance,	bodies	or	women;	or	through	the	inherent	exclusivity	and	privilege	of	access	to	high	fashion	garments.	How	such	ideals	or	exclusions	are	experienced	or	represented	may	similarly	impact	the	material	identities	of	visitors	who	experience	fashion	in	museums.			
Wardrobe	identities	and	museums	These	issues	share	resonance	with	research	that	turns	attention	to	a	“sociology	of	the	wardrobe”	(Cwerner,	2001),	where	the	wardrobe	is	viewed	geographically	as	a	space	where	“ideas	of	dress,	society	and	identity	can	be	considered”	(Derrington,	2009,	p.	542)	or	as	a	library	where	identity	is	stored	(Cwerner,	2001).	In	this	view,	the	wardrobe:		 Commands	a	set	of	distinctive	and	identifiable	spatial	practices:	forms	of	structuring,	delimiting,	and	organizing	clothes,	as	well	as	the	social	meanings	and	identities	articulated	by	these	forms	...	the	storage	habits,	and	procedures	associated	with	clothes	are	intimately	related	to	the	meanings,	functions	and	identities	activated	by	dress	and	fashion	(Cwerner,	2001,	p.	80,	italics	in	original).		In	this	space,	relationships	with	the	social	world	are	mediated	and	identities	may	be	constructed,	through	temporally	ambiguous	relationships	(S.	Woodward,	2007).	The	wardrobe	is	seen	as	a	classificatory	space	within	a	wider	system	of	production,	consumption	and	action,	where	wardrobe	management	and	the	rituals	needed	for	care	of	garments	contribute	to	identity	(Cwerner,	
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2001;	Gregson	&	Beale,	2004;	Skov,	2011).	Wardrobes	do	not	only	belong	to	individuals,	but	also	to	groups	and	organisations	(Cwerner,	2001).	Thus,	museum	collections	are	also	significant	in	the	potential	to	construct	identities	through	the	many	processes	at	work	around	them.			Just	as	the	work	of	curators	is	recognised	as	being	closely	tied	to	their	own	identities	and	can	impact	classification	and	the	framing	of	knowledge	(Alberti,	2011;	Ross,	2004),	Jenkins	(2008)	has	described	a	non-impartial	categorising	gaze	as	“the	external	aspect	of	the	process	of	identification”	(p.	12).	As	part	of	the	work	that	museums	actively	take	up	via	cataloguing,	registration,	selection,	exhibition,	didactics	and	so	forth,	this	can	have	a	significant	impact	by	framing	the	identity	of	visitors	and	others	outside	the	museum	(Ross,	2004).	This	is	not	to	suggest	that	there	is	an	essential	self	or	group	that	is	being	constructed	through	fashion	in	museums,	nor	that	museums	replace	the	autonomy	of	individuals	to	create	their	own	conceptions	of	identity	through	fashion,	but	it	does	acknowledge	the	potential	for	museums	to	do	so,	through	practice,	omission	or	representation.			However,	not	all	exhibitions	draw	upon	collections.	Melchior	(2011)	has	observed	an	emerging	separation	between	what	she	calls	“objects	of	museum	collection	and	objects	of	museum	display”	(p.	8),	to	emphasise	differences	in	how	fashion	objects	are	treated	in	museums,	as	museums	increasingly	focus	on	high	fashion	and	exclusive	garments	sourced	from	privileged	wearers	or	directly	from	the	fashion	industry,	rather	than	representing	a	diversity	of	identities	through	collecting	and	exhibiting.	This	perspective	is	an	alert	to	the	practices,	source	networks	and	representations	engaged	through	the	collective	‘fashion	wardrobes’	of	the	museum.		
Embodied	identities	and	museums	A	further	disruption,	is	that	when	outside	the	museum,	fashion	is	recognised	as	a	“situated	bodily	practice”	(Entwistle,	2000b,	p.	11;	2005,	p.	35;	S.	Woodward,	2007,	p.	17)	intrinsically	linked	to	identity	(Damhorst,	et	al.,	2005;	Negrin,	2008),	yet	within	the	museum,	the	presentation	of	fashion	shifts	from	the	real	
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body	to	artificial	modes	of	display	(Flecker,	2007;	Sandberg,	2002).	This	has	resulted	in	the	criticism	that	the	experience	of	fashion	in	museums	can	be	alienating,	when	the	artificial	or	mannequin	body	appears	lifeless,	eerie,	haunted	or	still	(Entwistle,	2000b,	pp.	9-10;	Geczy,	2017;	Steele,	1998,	p.	334;	Tseelon,	2012,	pp.	117-118;	Wilson,	2003,	pp.	1-2).	As	Negrin	(2012)	has	observed,	by	“suppressing	the	bodily	aspect	in	our	experience	of	fashion”	(p.	50),	the	embodied	significance	of	fashion	is	disrupted,	along	with	its	connection	to	identity	(Entwistle,	2000b,	pp.	9-10).	This	has	implications	for	museum	visitor’s	identification	and	experience,	particularly	when	idealised	or	contemporary	fashion	is	exhibited	using	techniques	similar	to	ideals	seen	in	fashion	retail	or	fashion	media,	as	will	be	discussed	in	following	chapters.			
Active	roles	of	fashion	in	museums		Material	culture	theory	has	brought	new	understanding	to	how	clothing	plays	an	active	role	in	lives	(Buchli,	2002;	Schnieder,	2005;	Tilley,	Keane,	Kuchler,	Rowlands,	&	Spyer,	2006;	I.	Woodward,	2007).	This	perspective	shifts	clothing	and	fashion	beyond	acting	as	a	signifier,	to	possessing	independent	agency	that	can	impact	a	wearer’s	identity	and	being	(Miller,	2010;	S.	Woodward,	2007).	Identity	can	also	be	engaged	through	affective	feelings	about,	and	when	wearing,	clothes	(Ruggerone,	2017),	and	through	acts	of	making,	managing	and	consuming	garments	(	Aspers,	2010;	Cwerner,	2001;	Goggin	&	Tobin,	2009;	Hamon,	2007;	Kuchler	&	Miller,	2005;	Labrum,	2009;	Lemire,	2009;	Lynch	&	Strauss,	2007;	Peers,	2009;	Richmond,	2009;	S.	Woodward,	2007).	These	active	roles	are	also	apparent	in	the	experience	of	identification	and	meaning-making,	when	looking	at	fashion	garments	in	exhibitions	(Goode,	2016).			Fashion	has	also	been	recognised	as	a	form	of	identity	performance	(Barnard,	2002,	pp.	166-172)	[Figure	2.2].	As	Lynch	and	Strauss	(2007,	pp.	103-126)	have	identified,	when	displayed	in	the	museum,	fashion	transmutes	from	being	a	performance	“of	everyday	life”	to	a	performance	“staged	for	an	audience”	(p.	103),	so	may	be	understood	to	act	in	similar	ways	to	fashion	media,	catwalk	shows,	fashion	films,	or	commercial	presentations	of	fashion	(Duggan,	2001a;	English,	2007).	Crane	(2000)	has	observed	that	“the	consumption	of	cultural	
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goods,	such	as	fashionable	clothing	performs	an	increasingly	important	role	in	the	construction	of	personal	identity”	(p.	16).	In	this	way,	museums	have	potential	to	inflect	the	material	identities	of	visitors,	even	where	consumption	of	fashion	does	not	necessarily	transfer	to	owning	or	wearing	the	fashions	consumed.			
	Figure	2.2:	Whetu	Tirikatene-Sullivan	MP	used	fashion	as	a	form	of	identity	performance	when	promoting	Māori	land	rights,	Whetu	Tirikatene-Sullivan:	Travel	in	Style	(2014).	Image:	Tanya	Zoe	Robinson.				In	2010,	academic	and	fashion	theorist	Efrat	Tseelon	(2010)	asked	if	identity	was	a	useful	critical	tool	for	investigating	fashion.	Tseelon	suggested	that	it	was	time	to	move	beyond	a	reliance	on	categories,	narrative,	symbols,	images	and	comparative	identification,	and	instead	proposed	a	concept	of	“‘identity	communities’	that	can	be	theorized	around	dress”	(p.	158).	Drawing	on	the	idea	of	‘phatic	communities’,	Tseelon	outlined	how:			 A	phatic	community	is	not	the	same	as	a	‘language	community’	or	a	‘discursive	community’,	not	even	a	‘style	community’;	instead	it	shares	
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features	with	global	online	communities	of	interest	of	strangers	and	with	
local	location-based	communities	of	familiars	(pp.	158,	italics	in	original).		Tseelon	envisaged	something	like	a	town	square,	that	brought	together	a	community	of	“affect,	connectedness	and	transience”	(p.	158)	and	so	created	a	network	located	in	place,	that	was	at	once	global	and	local	and	which	offered	“‘experience’,	[but]	not	necessarily	the	utility	of	consumption”	(p.	159).	For	Tseelon	this	suggested	a	new	type	of	relational	and	emotional	retail	experience.	This	also	aligns	with	how	museums	have	been	theorised	as	identity-making	places	that	enable	dialogue,	engagement	and	participation	for	their	communities	(Message,	2006;	Simon,	2010;	Witcomb,	2003).	Tseelon’s	suggestion	helps	to	extend	the	certainty	of	consumption	to	also	investigate	the	kinds	of	identity	communities	that	might	be	materialised	through	fashion	in	museums.	It	positions	the	museum	centrally	in	the	networked	making	of	material	identities	through	fashion	and	is	at	once	conscious	of	the	participatory	nature	of	museum	practice.	With	this	perspective	in	mind,	how	might	museums	be	understood	to	also	engage	fashion	knowledges?		
Fashion	knowledges	in	museums	and	collections	What	are	fashion	knowledges	in	a	museum	context?	Oxford	Dictionaries	(2018)	gives	two	primary	meanings	for	knowledge:	firstly,	“facts,	information,	and	skills	acquired	through	experience	or	education;	the	theoretical	or	practical	understanding	of	a	subject,”	and	secondly,	“awareness	or	familiarity	gained	by	experience	of	a	fact	or	situation.”	(s.v.	knowledge).	Both	give	emphasis	to	the	experiential	nature	of	knowledge	acquisition,	and	the	first	acknowledges	formal	acquisition	through	education.			As	museum	theorist	Elaine	Hooper-Greenhill	(1992)	pointed	out	in	the	early	1990s,	museums	have	long	been	enmeshed	in	the	ordering	and	presentation	of	knowledge	(also	see,	Bennett,	1995,	2004a).	The	types	of	knowledge	that	museums	have	sought	and	conveyed	has	changed	over	time:	in	Australasia	moving	broadly	from	nineteenth	century	science	(including	ethnographic	studies),	to	settler	colonial	histories,	to	nation	building,	bicultural,	indigenous	and	immigrant	perspectives;	alongside	art,	decorative	arts,	design,	creative	
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industries	and	so	forth.	Clothing	and	fashion	have	been	collected	in	all	these	frameworks,	such	that	these	changing	rationales	have	also	shaped	knowledge.	For	example,	it	is	apparent	that	past	interests	fed	into	the	types	of	clothing	and	fashion	selected	for,	or	omitted	from,	collections.	These	distinct	patterns	of	collecting	over	time	have	influenced	scope	of	collections	(Butts,	2007;	Haines-Bellamy,	2008;	Ingram	&	Sark,	2011,	pp.	27-64;	Jocic,	2010;	Livingstone,	1998;	Maynard,	1991,	1994b;	McKergow,	2000;	Pishief,	1990;	Reade,	2010;	Rose,	2007;	Taylor,	2004;	Thompson,	2010;	Wallace,	2007),	especially	where	examples	were	imprecisely	recorded	(White,	Smith,	&	Te	Kanawa,	2015),	“systematically	ignored”	(Were,	2005,	p.	164),	or	difficult	to	obtain	(de	la	Haye,	1996;	Norris,	2007).	Like	the	selective	representations	of	material	identities	noted	above,	this	can	have	a	significant	effect	on	curatorial	practice	and	the	dissemination	of	knowledge	about	fashion.			
Fashion	knowledges	and	new	museology	From	the	1990s,	the	need	to	secure,	as	well	as	share,	fashion	knowledges	was	reflected	in	an	extensively	cited	marginalisation	of	fashion	research	(Hamon,	2007,	p.	17;	Kuchler	&	Miller,	2005,	pp.	2-3;	Maynard,	1994c,	pp.	2-4;	McNeil,	2010;	McRobbie,	2000;	Palmer,	1997;	Steele,	1991,	1998,	2008;	Styles,	1998;	Taylor,	2002;	Tseelon,	2001,	p.	237);	and	what	Taylor	coined	the	“great	divide”	(Taylor,	1998,	p.	338;	2002,	p.	64;	2004,	p.	279)	between	academic	and	curatorial	approaches	to	fashion	studies	(also	see,	Cumming,	2004,	p.	38;	Kuchler	&	Miller,	2005,	p.	1;	Labrum,	2010b,	p.	807).	Traditionally,	curators	had	employed	an	object-based	approach	to	fashion	history	by	paying	close	attention	to	the	details	of	garment	collection,	identification,	conservation,	and	history	based	scholarship	and	connoisseurship	(Arnold,	1964,	1973,	1977;	Gray,	2015,	p.	57;	Kawamura,	2011,	pp.	91-102;	Marendy,	2000,	pp.	236-258;	Pedersen,	2009;	Rexford,	1988;	Ribeiro,	1998;	Skov	&	Melchior,	2010;	Tarrant,	1983,	1994,	1999;	Taylor,	1998;	2002,	pp.	3-63;	2004).	Increasing	budget	cuts	and	uncertainty	(Cumming,	2004;	Maynard,	1991,	p.	77;	Tarrant,	1994,	p.	2;	Thompson,	2010)	were	seen	to	reflect	historic	beliefs	about	the	frivolous,	low	value	of	fashion	(Anderson,	2000,	p.	374;	Clark	&	de	la	Haye,	2014,	p.	11;	Pearce,	1995,	pp.	122-123;	Steele,	1998,	p.	333;	Taylor,	1998;	2004,	p.	106;	Thompson,	
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2010);	or	a	gendered	bias,	as	often	fashion	collections	were	the	responsibility	or	interest	of	women	curators	(Tarrant,	1994;	Taylor,	2004).	Even	at	the	turn	of	the	millennium,	Anderson	(2000)	could	claim	that	“prejudice,	fear	and	suspicion	still	surround	the	status	of	fashion	within	many	museums”	(p.	374);	an	attitude	that	Steele	(2008)	later	reiterated	as	“hostility”	(p.	8).		As	more	inclusive	approaches	to	fashion	research	emerged	from	within	academia	(McNeil,	2010;	McRobbie,	2000;	Styles,	1998),	new	museum	theory	and	practice	also	urged	inclusion	(Macdonald	&	Fyfe,	1996)	and	an	impetus	to	engage	“in	research	that	has	resonance	for	the	communities	that	it	serves”	(Marstine,	2005a,	p.	11).	Anderson	(2000)	was	perhaps	the	first	to	observe	a	consolidation	between	‘new	fashion	history’	and	new	museology,	observing	that	both:		 Had	far	reaching	implications	for	the	study,	interpretation	and	display	of	fashion	[in	the	museum].	In	broad	terms	these	changes	have	involved	a	greater	emphasis	on	analysing	the	meanings	invoked	by	cultural	objects	and	practices	and	a	questioning	of	traditional	approaches	and	methodologies	(p.	371).		Similar	observations	were	made	by	Taylor	(2004,	pp.	279-310)	when	linking	‘new	dress	history’	and	new	museology;	and	by	Steele	(2008),	who,	in	2008,	when	connecting	‘new	art	history’	to	‘new	fashion	history’,	suggested	that	new	fashion	history	was	“only	beginning	to	influence	the	exhibition	of	fashion	within	the	museum	context”	(p.	25).			Against	a	context	of	increasingly	favoured	and	institutionally	successful	fashion	exhibitions,	Melchior	(2011,	2014)	followed,	to	suggest	that	the	new,	more	inclusive	research	approaches	did	not	appear	to	have	been	widely	integrated	or	sustained	in	museum	fashion	practice.	Melchior	introduced	a	new	way	of	theorising	the	intersection	between	museum	fashion	practice	and	new	museology.	This	suggested	a	new	divide	that	described	an	emergent	tension	between	the	more	traditional	object-based	‘dress	museology’	and	what	Melchior	coined	a	new	‘fashion	museology’	acting	in	opposition	to	new	museology,	to	reposition	museums	within	the	fashion	system.	Melchior	
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substantiated	these	claims	through	museum	engagement	with	celebrity	and	consumer	culture,	and	the	adoption	of	fashion	marketing	techniques	within	exhibitions,	where	the	staging,	visual	and	narrative	interests	and	modes	of	fashion	industry	participants	were	prominent	(if	not	paramount),	as	a	means	to	draw	in	new	audiences,	at	the	expense	of	more	reflexive,	inclusive	practice.			Thus,	a	tension	resides	between	the	ordering	and	presentation	of	knowledge,	as	museums	can	be	understood	to	provide	both	experiential	and	formal	knowledge	of	fashion,	through	exhibitions	and	contemporary	museum	practices	(Melchior,	2014;	Palmer,	2008b).	For	example,	Steele	(2008)	has	suggested	“that	a	significant	percentage	of	museum	visitors	really	want	to	learn	something	when	they	see	a	fashion	exhibition”	(p.	14),	and	like	Anderson	(2000),	has	acknowledged	a	conflict	between	curatorial	objectives	of	didactic	learning	and	the	experiential	qualities	of	increasingly	entertaining	fashion	exhibitions.	Steele	justified	this	as	an	approach	where	“people	need	to	be	seduced	into	seeing	and	identifying	with	fashion	before	they	can	begin	to	learn	about	it”	(p.	14).	Others,	such	as	fashion	curator	Harold	Koda	(cited	in	Steele,	2008,	pp.	13-15),	have	suggested	that	people	are	expected	to	bring	their	own	knowledge	of	fashion	to	fashion	exhibitions	–	doing	so	helps	visitors	interpret	what	they	are	seeing	and	experiencing	in	exhibitions.			As	a	means	of	conveying	knowledge	about	fashion,	these	approaches	work	across	both	meaning	and	feeling:	two	“nondiscursive	modes	of	knowledge	production”	that	Message	and	Witcomb	(2015,	¶32)	have	identified	through	a	temporal	shift	in	the	history	of	museums	knowledge	production.	Around	fashion,	these	two	modes	combine	in	a	potential	paradox	that	appears	to	position	museums	in	a	fine	balance	of	fashion	knowledge	production	between	educative	and	immersive,	spectacular	experiences	[Figure	2.3].	This	is	complicated	by	how	knowledge	is	produced,	as	while	museums	generate	significant	bodies	of	knowledge	about	fashion	garments	and	the	contexts	that	surround	them,	as	will	be	shown	throughout	this	thesis,	such	knowledges	are	sourced	from,	and	rely	upon,	diverse	networks,	many	of	which	intersect	with	other	producers	of	knowledge	about	fashion,	such	as	fashion	designers,	
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manufacturers,	retailers,	fashion	media,	publicists	and	stylists,	so	positioning	museums	in	global	flows	of	both	formal	and	experiential	fashion	knowledge	production.	Weller	(2007)	uses	the	term	fashion	knowledges	to	capture	this	complexity.		
	Figure	2.3:	A	tension	between	aesthetic,	immersive	presentation,	versus	educative	fashion	knowledges,	in	Victor	&	Rolf:	Fashion	Artists	(2016).	Small	object	labels	identify	formal	qualities	of	nearby	fashion	objects,	while	relatively	small	interpretative	panels	are	placed	at	a	distance	on	the	wall.	To	the	left,	advertising	introduces	the	fashion	knowledges	of	fashion	media,	publicists	and	stylists.	Image:	Tanya	Zoe	Robinson.				
The	stability	of	fashion	knowledges	Yet	knowledge	of	fashion	is	not	stable.	Individuals	wear	garments	in	different	ways,	at	different	times	and	for	differing	purposes,	both	from	within	their	own	wardrobes,	and	informed	by	how	others	wear	fashion.	With	multiple	meanings	and	interpretations	circulating	around	fashion,	knowledge	of	fashion	can	move	across	sites,	within	local	and	global	flows,	in	institutionalised	contexts,	and	through	widely	recognised	stylistic	patterns.	Both	Weller	(2007)	and	Entwistle	(2009),	have	described	how	fashion	knowledges	are	tacit	and	aesthetic	forms	of	
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knowledge,	being	understood	or	implied	without	being	stated,	and	circulating	from	industry,	through	media	to	individuals,	with	a	viscosity	that	helps	these	fashion	knowledges	become	influential	as	they	move	and	stick	in	some	places.			For	Entwistle	(2000a,	2000b,	2005,	2009),	fashion	knowledges	are	also	embodied,	that	is,	they	are	performed,	gained	and	experienced	through	an	individual’s	physicality.	Yet,	in	the	museum,	the	embodied	aspects	of	fashion	knowledges	are	typically	experienced	at	a	remove	from	visitors	tacit	and	embodied	experience.	Garments	are	seen	and	only	seldom	touched	or	experienced	as	garments	for	wearing.	While	visitors	may	be	able	to	imagine	wearing	garments	seen	in	an	exhibition,	limited	sensory	experience	can	diminish	or	alter	knowledge	of	museum	objects	(Saunderson,	2011),	and	especially	fashion	(Palmer,	2008b;	Taylor,	2004,	pp.	301-305).	An	example	from	Ruggerone	(2017)	elucidates	this	experience,	as	“even	when	we	are	struck	by	the	beauty	of	a	dress	…	it	may	happen	that,	when	we	put	it	on	we	stop	liking	it,	it	almost	looks	like	a	different	dress”	(pp.	10-11).	While	on	another	occasion	it	may	be	that	the	dress	suits	well,	integration	of	tacit	and	embodied	fashion	knowledges	are	compromised.		The	idea	that	knowledges	are	plural	aligns	with	other	museum	and	fashion	research	(Craik,	2003;	Srinivasan,	Becvar,	Boast,	&	Enote,	2010;	Swinney,	2011).	For	example,	when	investigating	museum	praxis	and	process	in	the	translation	of	local	and	global	cultural	knowledges,	Silverman	(2014)	chose	the	term	
knowledges	to	signal:		That	there	are	multiple	epistemologies,	multiple	‘ways	of	knowing’,	that	often	meet	and	coalesce	in	the	[museum]	objects	upon	which	various	meanings	have	been	inscribed	(p.	3).			Similarly,	fashion	knowledges	are	layered,	personal	yet	gained	from	multiple	sources,	and	differ	between	individuals	at	different	times.	While	not	widespread,	the	term	fashion	knowledges	has	been	applied	in	examination	of	the	Australasian	fashion	industry	(Weller,	2007),	to	understanding	of	Australian	fashion	exhibitions	(Healy,	2011),	and	to	depictions	of	fashion	in	Australian	art	
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(Peers,	2015).	The	term	is	often	used	to	indicate	fashion	knowledges	that	are	personal,	and	intimately	tied	to	understanding	and	expression	of	material	identities	through	fashion	(Crewe,	2013;	Galilee,	2002;	Gregson,	Crewe,	&	Brooks,	2002;	Lewis,	2013;	S.	Woodward,	2007).	It	is	used	throughout	this	thesis	as	the	preferred	term,	intended	to	capture	this	plurality	and	diversity.	In	keeping	with	the	unfinished	nature	of	fashion	(Kaiser,	2013,	see	above),	and	the	approach	to	material	identities,	this	thesis	does	not	aim	to	weigh,	balance	or	privilege	one	source	or	form	of	fashion	knowledges	over	another.	It	rather	aims	to	identify	how	such	fashion	knowledges	are	assembled	and	networked	through	museum	practices,	or	generated	in	museums,	by	being	translated	or	given	meaning,	especially	when	aligned	to	material	identities.			Having	established	definitions,	the	rest	of	this	chapter	reviews	a	range	of	literature	regarding	fashion	in	museums.	It	sets	out	predominant	themes	but	does	not	attempt	an	historical	overview	of	fashion	exhibitions	in	Australasia,	which	are	considered	in	following	chapters	and	case	studies.		
Finding	literature	on	fashion	in	museums		Where	might	literature	on	fashion	in	museums	be	found?	This	may	seem	an	unusual	question	to	ask	in	an	academic	thesis,	but	limits	in	the	contexts	of	publishing	have	also	shaped	limits	in	the	content,	focus	and	breadth	of	what	has	been	published.	This	means	that	while	fashion	is	prominent	in	museum	practice	and	offers	a	rich	site	for	analysis,	in	many	ways	fashion	in	museums	has	been	addressed	in	relatively	constrained	terms	through	museums	literature.	Indeed,	despite	the	proliferation	of	fashion	exhibitions	and	collecting,	significant	surveys	of	museum	practice	and	theory	have	entirely	overlooked	the	phenomena	of	fashion	in	museums	(e.g.,	Carbonell,	2012;	Macdonald,	2011;	Macdonald	&	Leahy,	2015;	Marstine,	2005b).			By	contrast,	fashion	exhibition	publications	and	collection	overviews	are	multiple.	While	this	does	demonstrate	widespread	interest	and	investment	by	museums	in	the	dissemination	of	fashion	knowledges,	the	main	focus	of	exhibition	publications	is	to	support	and	extend	exhibition	thematics,	rather	
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than	to	examine	museum	fashion	practice	or	theory.	Similarly,	while	publications	that	survey	fashion	collections	provide	some	insight	into	collecting	patterns,	scope,	interests	and	impetus,	the	tone,	content	and	approach	used	is	typically	uncritical	and	celebratory	(e.g.,	Arizzoli-Clementel,	2011;	Bell,	2013a,	2013b;	de	la	Haye,	Taylor,	&	Thompson,	2005;	Demey,	2017;	Di	Trocchio	&	Leong,	2004;	Fukai,	2002;	Haines-Bellamy,	2008;	Lassig,	2012;	Reeder,	2010;	Rothstein,	1994;	Somerville	&	Whitfield,	2013;	Spilker,	2007;	Steele,	2016;	Wilcox	&	Lister,	2013).	These	publications	and	overviews	are	therefore	not	considered	central	to	changing	theorisations	of	museum	fashion	practice,	so	are	not	reviewed	here.			As	a	consequence,	in-depth	academic	literature	on	fashion	in	museums	is	sparse	and	mainly	confined	to	journal	length	articles,	book	chapters,	exhibition	reviews,	conference	sessions	or	papers,	encyclopaedia	entries,	and	unpublished	dissertations	or	theses.	There	has	however,	been	an	escalating	number	of	these	shorter	publications.			While	together	these	form	a	significant	corpus	of	material,	the	piecemeal	nature	of	analysis	presents	a	limit,	due	to	the	lack	of	comprehensive	single-focus	academic	research.	In	this	absence,	two	edited	collections	of	conference	papers	have	given	insight	into	international	exhibiting	histories	and	curatorial	practice.	In	2014,	Melchior	and	Svenson	(2014)	edited	Fashion	and	museums:	theory	and	
practice,	which	brought	together	observations	on	the	shift	from	antiquarian	to	popular	approaches	to	fashion	curation,	alongside	case	studies	of	practice,	primarily	from	Northern	European	museums.	More	recently,	Vänskä	and	Clark	(2018)	edited	Fashion	curating:	critical	practice	in	the	museum	and	beyond,	which	focussed	on	curating	as	praxis	in	museum,	freelance	and	non-museum	settings.		
	New	fashion-focussed	journals	have	similarly	helped	concentrate	knowledge,	through	special	issues	devoted	to	exhibition	practice,	such	as	the	‘Special	issue:	exhibiting	masculinity’	in	Critical	Studies	in	Men’s	Fashion,	4(1),	which	discussed	representative	limits	in	exhibitions	and	collections	of	menswear.	A	‘Special	
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issue:	curating	costume/exhibiting	fashion’	in	Fashion,	Style	and	Popular	
Culture,	2(1)	was	broader	in	content,	covering	a	range	of	international	exhibiting	histories	and	case	studies	of	practice.	In	2011,	Art	Monthly	Australia	published	a	themed	‘Art	meets	fashion’	issue,	which	introduced	the	range	of	practice	in	major	Australian	museums	at	the	time.	This	journal	has	also	been	a	regular	source	of	exhibition	reviews,	contextual	essays	and	observations,	primarily	focussed	on	Australia.	New	Zealand	benefits	from	similar	reviews,	collection	highlights	and	peer	reviewed	articles,	through	Context:	The	Journal	of	
the	Costume	and	Textile	Association	of	New	Zealand,	although	no	similar	journal	exists	in	Australia.	Fashion	in	museums	has	only	rarely	featured	in	association	journals,	Museums	Aotearoa	Quarterly	and	Museums	Australia	Magazine,	or	in	the	peer-reviewed	journals	of	national	museums	in	both	countries:	
ReCollections	and	Tuhinga.	It	is	rather,	international	journals	and	book	chapters	that	carry	most	content	about	fashion	exhibitions	in	Australasia	and	internationally.	Examples	include	journals	such	as	International	Journal	of	
Fashion	Studies,	Fashion	Theory:	The	Journal	of	Dress,	Body	and	Culture,	Fashion	
Practice,	Critical	Studies	in	Fashion	and	Beauty,	and	Costume:	The	Journal	of	the	
Costume	Society.	Content	from	all	of	these	publications	is	reviewed	thematically,	where	appropriate,	below.		
Introducing	literature	on	fashion	in	museums	In	2008,	Fashion	Theory	12(1)	devoted	a	special	issue,	called	‘Exhibitionism’,	to	fashion	in	museums.	Here,	editor	Valerie	Steele	(2008)	noted	that	despite	both	popularity	and	controversy	little	scholarship	had	been	applied	to	the	subject	of	fashion	exhibitions,	with	the	exception	of	two	seminal	works:	an	essay	by	curator	and	academic	Fiona	Anderson	(2000)	that	interpreted	museums	as	a	form	of	fashion	media,	and	a	book	by	dress	and	textiles	professor	Lou	Taylor	(2004)	that	provided	an	historical	overview	of	European	dress	history	interpretation	and	collecting,	with	an	emphasis	on	women	curators.			Drawing	primarily	on	newspaper	reviews	and	curatorial	statements,	Steele	(2008)	observed	that	although	hugely	popular,	fashion	exhibitions	were	being	criticised	–	perhaps	unfairly	–	because	of	concerns	about	commerciality,	
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historical	inaccuracy,	creative	interpretation	and	a	lack	of	curatorial	independence;	and	because	exhibitions	were	about	spectacle	and	entertainment,	rather	than	being	educative.	Steele,	however,	was	perhaps	being	a	little	selective.	Her	points	largely	echoed	Anderson’s	(2000)	views,	but	like	Taylor	(2004),	Anderson	had	also	offered	positive	case	studies	of	new	exhibition	practices,	and	curatorial	integration	with	new	academic	theory,	including	new	museology.			Two	other	works	added	to	this	slight	body	of	enquiry.	One,	by	art	historian	Debora	Silverman	(1986),	provided	a	sustained	examination	of	fashion	exhibitions	curated	by	former	fashion	editor	Diana	Vreeland	at	MMOA,	to	give	a	highly	contextualised	case	study	situating	Vreeland’s	practice	within	a	climate	of	American	commercial	and	political	extravagance	during	the	Reagan	era.	The	other	was	a	broader	British	survey	by	curator	Valerie	Cumming	(2004)	that	contributed	an	insightful	analysis,	which	paralleled	Taylor’s	(2004)	focus,	as	described	above,	but	was	overshadowed	by	Taylor’s	more	extensive	and	theorised	publication	that	same	year.			
Fashion	Theory’s	special	edition	was	a	major	contribution.	It	included	a	survey	of	retrospective	fashion	exhibitions	(Stevenson,	2008);	along	with	essays	on	exhibition	reviewing	(Palmer,	2008a),	past	and	present	curatorial	approaches	(Mears,	2008;	Palmer,	2008b;	Steele,	2008),	and	integrating	research	into	practice	(Breward,	2008;	McNeil,	2008).	The	following	issue,	Fashion	Theory,	
12(2),	was	also	a	special	issue,	called	‘Fashion	Curation’.	This	included	case	studies	of	object-based	study	(de	la	Haye	&	Clark,	2008),	exhibition	making	(Frisa,	2008)	and	an	online	curatorial	project	(Beard,	2008).	These	two	issues	complemented	a	small	but	growing	body	of	curatorial	case	studies	looking	at	interpretive	approaches	using	material	culture	theories,	and	the	use	and	selection	of	fashion	for	exhibitions	(de	la	Haye,	1996;	Smith,	2007;	Stanfill,	2006;	Turney,	2007).			While	many	of	these	works	acknowledged	new	museum	and	cultural	theories	that	recognised	a	multiplicity	of	perspectives,	identities	and	meanings	for	
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visitors	(Hooper-Greenhill,	1995;	Huyssen,	1995;	Kavanagh,	1996;	Macdonald,	1998;	Vergo,	1989),	museum-based	fashion	knowledges	were	still	seen	as	being	a	transfer	from	expert	curator,	whom	as	Palmer	(2008b)	portrayed,	without	extensive	fashion	knowledges	risked	becoming	merely	“a	glorified	stylist”	(p.	35),	to	visitors,	who	likewise	became	“a	window	shopper”	(p.	35).	A	lag	was	evident	in	practice	and	analysis,	as	rather	than	integrating	dialogic	or	participatory	practices	then	becoming	current	in	museum	theory	(Henning,	2007;	Message,	2006;	Simon,	2010;	Witcomb,	2003),	concern	centered	on	how	to	use	connoisseurial	fashion	knowledges	to	diversify	content	for	visitors.			 	
The	scope	of	literature	about	fashion	in	museums	Perhaps	due	to	the	rapid	increase	in	both	fashion	exhibitions	and	academic	interest,	since	Steele’s	(2008)	review,	a	new	body	of	literature	has	emerged.	This	can	be	divided	into	five	approaches,	which	predominantly	set	the	scene	of	practice.	The	first	includes	observations	on	the	emergence	of	fashion	in	museums,	through	surveys	of	exhibition	histories	and	practice;	a	second	approach	looks	at	exhibition	contexts,	making	and	experience;	a	third	examines	representation,	meaning	or	identity,	through	exhibitions;	a	fourth	approach	places	research	on	fashion	exhibiting	into	marketing,	fashion	branding	and	tourism	contexts;	and	the	fifth	is	reviews	or	reflections	on	practice.	Most	include	Australasian	case	studies	and	examples.			
The	emergence	of	fashion	in	museums	The	first	approach	to	research	sets	the	scene	of	collecting	and	exhibiting	clothing,	costume	and	fashion,	through	discussion	of	the	phenomenon	of	fashion	in	museums	(Bruzzi	&	Church	Gibson,	2013;	Gray,	2014a,	2014b;	McNeil,	2014;	Teunissen,	2014).	International	examples	have	extended	current	practice	into	historical	context	(Petrov,	2008,	2012),	with	one	work	by	Petrov	(2015)	giving	unique	insight	into	how	an	Australian	newspaper	shared	knowledge	of	a	British	costume	exhibition	in	1835,	and	using	this	to	demonstrate	how	technologies	of	display	have	remained	remarkably	consistent	over	time.	Many	surveys	have	marked	out	key	institutions	and	curators,	with	a	particular	interest	in	the	1970s	turn	from	antiquarian	to	more	spectacular,	ahistorical,	celebrity	and	media	
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driven	exhibition	content	(Buick,	2011;	Clark	&	de	la	Haye,	2014;	Clark	&	Frisa,	2012;	de	la	Haye,	2006;	Harden,	2014;	Idacavage,	2014;	Koda	&	Glasscock,	2014;	Oakley	Smith	&	Kubler,	2013c;	Steele,	2008).		
Exhibition	contexts,	making	and	experience	A	subset	of	surveys	looks	at	whether	fashion	becomes	art-like	in	museums.	These	have	emphasised	the	value	of	contextual	setting	as	part	of	visual	and	curatorial	culture	(Clark	&	Vänskä,	2018;	T.	Z.	Robinson,	2014,	2016a,	2016b;	Teunissen,	2014);	mutual	benefits	for	brands,	museums	and	audiences	(Geczy,	2017;	Geczy	&	Karaminas,	2011,	2012;	Kim,	1998;	Taylor,	2005);	stylistic	links	between	fashion	stores	and	gallery	spaces	(Joy,	Wang,	Chan,	Sherry	Jr.,	&	Cui,	2014;	Lipovetsky	&	Manlow,	2009;	Oakley	Smith	&	Kubler,	2013b);	and	networks	with	the	fashion	industry	(Hjemdahl,	2016;	Taylor,	2005),	including	through	programmed	events,	such	as	fashion	festivals	(Di	Trocchio,	2012;	Oakley	Smith,	2011).			Extending	the	issues	dealt	with	by	these	surveys	are	short	works	that	explore	how	fashion	exhibitions	are	made	or	experienced.	Caponigiri	(2017)	examined	the	complexities	of	fashion	exhibition	practice	within	legal	and	ethical	frameworks.	Both	a	survey	and	analysis,	Loscialpo	(2016)	examined	the	effect	on	visitors	of	exhibition	technologies,	which	increasingly	move	beyond	the	material	to	the	digital	realm.	Other	comparative	analyses	have	paid	close	attention	to	how	portrayal	of	the	body	can	disrupt	sensory	experience	of	fashion	(Hjemdahl,	2014;	Horsley,	2014c;	Mida,	2015);	or	parallel	museums	and	fashion	retail	as	sites	of	consumption,	through	haptic	experience	(Palmer,	2008b;	Potvin,	2007,	2012).		More	focussed	are	case	studies,	such	as	those	that	explicate	practice	of	known	(and	little	known)	curators,	through	interview	(Breward	&	Clark,	2013;	Clark,	2018;	Cole,	2015;	Oakley	Smith	&	Kubler,	2013c),	or	self-reflection	upon	the	authors	real	or	proposed	practice	(de	Greef,	2014;	Horsley,	2014b;	Kuldova,	2014;	Pecorari,	2014;	Philipsen,	2014;	Stanfill,	2006).	Some	are	framed	by	period,	technologies	of	display	or	institutional	context	(Delhaye	&	Bergvelt,	
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2012;	Frank,	2015;	Maglio,	2017;	McLoughlin,	2013;	Petrov,	2012;	Philipsen,	2014),	or	work	to	place	local	practice	or	exhibitions	into	wider	tourism	or	city	contexts	(Calinao	&	Lin,	2017;	Hjemdahl,	2016;	Ingram	&	Sark,	2011,	pp.	27-64;	Sark	&	Bélanger-Michaud,	2015).			These	chapter	length	surveys	and	case	studies	are	mirrored	in	Australasia.	For	example,	McNeil	(2014)	placed	the	history	and	practice	of	Australian	fashion	curating	within	broader	international	practices,	noting	a	trend	towards	internationally-sourced	exhibitions.	Similarly,	Douglas	(2010),	with	some	reference	to	new	museological	practice	aimed	at	making	museums	more	accessible	to	audiences,	surveyed	fashion	collecting	and	exhibiting	at	major	Australian	museums	since	the	1970s.	Both	emphasised	the	importance	of	spectacle.	In	a	short	article,	Buick	(2011)	went	further,	arguing	that	spectacle	can	give	depth	to	an	exhibition	by	sympathetically	conveying	designer	vision	and	thematics.	Healy	(2011)	compared	two	luxury	fashion	designer	exhibitions	shown	in	Australia	in	1987	and	2010,	to	demonstrate	how	both	conveyed	fashion	knowledges	centered	on	narratives	of	luxury	based	in	the	subject	brand’s	heritage	values.	More	recently,	Healy	(2018)	profiled	curatorial	practice	in	four	Australian	settings:	as	designer	survey;	by	fashion	designers	as	curators;	as	performative	curatorial	project;	and	as	destination	tourism.			Practice	in	institutions	and	locales	have	also	been	surveyed	in	Australasia.	Buick	(2015)	surveyed	the	history	of	fashion	exhibitions	in	Queensland.	Butts	(2007)	provided	a	case	study	of	clothing	and	fashion	at	Hawke’s	Bay	Museum	and	Art	Gallery	(HBMAG)	(now	MTG	Hawke’s	Bay),	Napier,	tracing	change	in	curatorial	and	collecting	focus	over	time,	from	ethnographic,	to	colonial	settler,	then	to	designer	fashion,	in	a	way	that	mirrored	predominant	interests	at	many	New	Zealand	museums	over	150	years	of	establishment	(Bell,	1996;	Labrum,	2007;	Livingstone,	1998;	McCarthy,	2007).	Also	in	New	Zealand,	Labrum’s	(2014)	chronological	survey	and	case	study	of	“changing	curatorial	aims	and	exhibition	techniques”	(p.	115)	for	clothing	and	fashion	at	New	Zealand’s	national	museum	since	1950,	complemented	her	earlier	comparative	work	on	1920s-1960s	representations	of	women	in	New	Zealand	department	stores,	expositions	and	
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museums,	as	a	female	exhibitionary	complex,	and	expression	of	modernity	and	Pakeha	identity	(Labrum,	2007,	2009,	2011).			
Representation,	meaning	or	identity	Only	a	small	body	of	fashion	exhibition	case	studies	attend	to	the	new	museological	concerns	of	representation,	meaning	or	identity.	These	typically	address	complexities	of	inclusive	practice,	such	as	difficulties	in	sourcing	authentic	garments,	fashion	objects,	narratives	or	images.	These	case	studies	of	practice	do	not	deeply	examine	impetus	within	a	museological	framework	but	may	well	be	driven	by	principles	of	inclusion,	diversity,	identity	and	representative	meaning.	An	example	was	curator	Amy	de	la	Haye’s	(1996)	case	study	of	bringing	together	the	groundbreaking	exhibition,	Streetstyle:	From	
Sidewalk	to	Catwalk,	1940	to	Tomorrow	(1994),	at	the	V&A,	which	examined	subcultural	dress,	at	a	time	when	the	politics	of	display	and	representation	were	prominent	(Macdonald,	1998;	Macdonald	&	Fyfe,	1996;	Moore,	1999).	Philipsen	(2014)	examined	the	process	of	developing	an	exhibition	about	historical	and	contemporary	place-based	fashion	identities	in	Denmark.	Horsley	(2017)	surveyed	45	years	of	fashion	exhibitions	internationally,	to	show	statistical	and	thematic	limitations	in	the	representation	of	menswear,	and	through	a	case	study	of	Reigning	Men:	Fashion	in	Menswear,	1715–2015	(2016),	which	was	later	shown	at	PHM.	Other	surveys	have	looked	at	gender	and	sexual	politics	(Cole,	2018;	Khan,	2018;	Petrov,	2014).	This	small	body	of	work	adds	to	those	that	reference	imbalances	that	impact	material	identities	through	collections	and	exhibitions,	as	outlined	above.		
Marketing,	fashion	branding	and	tourism	Some	international	case	studies	provide	insight	into	visitor,	brand	experience	and	marketing	of	exhibitions	also	seen	in	Australasia.	For	example,	Tarter	and	Bekefei	(2014)	used	visitor	survey,	interview	and	observation,	finding	that	visitors	circumvented	exhibition	narrative	to	engage	directly	with	the	materiality	of	garments	as	objects,	in	the	Hollywood	Costume	(2012)	exhibition	at	the	V&A,	which	was	later	shown	at	the	Australian	Centre	for	the	Moving	Image,	Melbourne.	In	Glasgow,	Hamilton	and	Hewer	(2012)	analysed	Kylie:	The	
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Exhibition	(2005),	which	originated	in	The	Arts	Centre,	Melbourne,	from	a	marketing	logic	perspective,	using	participant	observation,	online	fan	comments	and	secondary	data	to	examine	how	exhibition	space	produced	and	broadened	the	performer’s	celebrity	appeal.	In	New	Zealand,	Gorchakova	(2017)	included	the	international	touring	exhibition	Gianni	Versace:	The	Reinvention	of	Material	(2001),	in	a	doctoral	thesis	on	the	effect	of	blockbuster	exhibitions	on	city	tourism	in	Australasian	capitals,	giving	insight	into	how	fashion	was	positioned	as	art,	and	the	effect	the	Versace	fashion	house’s	substantial	resources	had	on	marketing	and	visitation.		
Reviews	or	reflection	on	practice	The	best	reviews	place	fashion	exhibitions	into	wider	contexts	and	evaluate	content	or	relevance.	Perhaps	due	to	a	small	field	of	practice,	most	Australasian	reviews	are	unfailingly	supportive,	descriptive,	reproduce	exhibition	objectives	(de	Perthius,	2013;	Geczy,	2010;	Gray,	2009b,	2012a,	2015,	2016;	Osborne,	2012;	Smith,	2015;	Spunner,	2009a,	2009b;	White,	2006),	or	provide	unanalysed	observation	of	visitor	enjoyment	(Ford,	2012;	Hill,	2011).	Yet	Australasian	reviewers	have	also	critiqued	exhibitions	for	promulgating	celebratory	narratives	not	supported	by	fashion	designers’	economic	realities	(Goodrum,	2004),	for	replicating	cultural	stereotypes	through	fashion	(Blackley,	2012;	Kimura,	2015;	Mosmann,	2014),	or	for	amounting	to	“an	especially	sophisticated	form	of	advertising”	(Baxendale,	2017,	p.	115).	Others	have	queried	local	relevance	and	ties	to	marketing	(Craik	&	Peoples,	2006),	non-disclosure	of	curatorial	participation	(Gray,	2009a),	or	lack	of	contextual	referencing	(Handcock,	2017).			Some	Australasian	case	studies	help	contextualise	practice	through	interview	with	fashion	exhibition	proponents	(Cooper-Lavery,	2013;	Laing	&	Frost,	2014).	Likewise,	Australia’s	slight	body	of	doctoral	and	master’s	theses	or	exegeses	similarly	examine	author’s	curatorial	practice.	Curator	and	fashion	researcher	Robyn	Healy	(2009)	reflected	on	the	process	of	curating	two	exhibitions,	to	investigate	models	of	curatorial	practice	that	could	uncover	what	is	represented	or	missing	in	fashion	exhibition	display	and	interpretation.	Curator	Paola	Di	
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Trocchio	(2011)	contextualised	a	curatorial	project	she	developed	at	NGV.	Fashion	researcher	Nadia	Buick	(2012)	curated	a	weblog	and	three	exhibitions,	in	a	library,	fashion	store	and	university	gallery,	as	a	means	to	explore	adjunct	fashion	curation	outside	museums.	New	Zealand	does	not	yet	have	equivalent	postgraduate	research.				
Limitations	of	literature	on	fashion	in	museums	While	a	growing	body	of	literature	is	evident,	its	scope,	foci	and	approach	to	enquiry	presents	significant	limitations	to	understanding	museum	fashion	practices.	In	an	emerging	field,	many	articles	and	chapters	necessarily	set	the	scene	of	history	and	practice,	and	while	the	best	surveys	and	reviews	are	insightful,	and	together	with	other	short	works,	provide	opportunity	for	comparison	of	thematic	concerns,	singly	their	critique	is	of	necessity	brief.	Also	limiting,	is	that	much	like	Titton’s	(2016)	observation	of	fashion	media,	“there	is	no	established	form	of	criticism	comparable	to	the	art	system	or	the	literary	system”	(p.	211).	This	means	that	fashion	exhibition	reviews	and	case	studies	are	predominantly	descriptive	so	provide	contextual	narrative,	rather	than	critique	or	theorised	enquiry.			Nevertheless,	it	is	possible	to	draw	some	conclusions	across	this	literature.	To	begin	with,	it	is	apparent	that	Australasian	museums	are	working	closely	with	the	fashion	industry,	as	is	happening	internationally.	However,	little	is	known	about	how	this	operates	or	the	effect	such	networked	relations	may	have	on	outcomes	or	audiences.	Further,	knowledge	of	how	fashion	exhibition	practices	are	realised	is	demonstrated	through	singular	case	studies	or	comparative	analyses	that	are	limited	to	one	or	two	sites	or	exhibitions,	and	often	written	by	curators	as	a	reflection	on	practice.	While	often	revealing,	this	approach	does	not	typically	provide	deeper	critique	of	practice	or	outcomes,	nor	bring	to	the	fore	the	integration	of	museological	theory	through	praxis.	It	typically	does	not	place	practice	into	wider	contexts,	institutional	or	external.		How	curatorial	practices	work	to	translate	or	convey	fashion	knowledges	from	the	fashion	industry	or	other	sources,	has	not	been	examined,	nor	if	the	
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enduring	narrative	of	identity	finds	material	realisation,	through	fashion	in	museums.	There	is	little	or	no	evidence	in	these	secondary	sources	of	how	fashion	knowledges	or	material	identities	are	assembled	in	museums.	It	may	be	that	this	is	not	a	question	being	asked	of	practitioners,	so	does	not	form	part	of	the	impetus	or	intent	of	exhibitionary	outcomes.			Still	notably	absent	in	recent	publications,	is	how	practice	might	reflect	or	integrate	newer	museological	theories	that	emphasise	dialogic	and	participatory	approaches	and	outcomes.	Also	unexamined,	is	how	the	realisation	of	museums	as	a	medium	or	media	in	their	own	right,	might	be	inflected	by	fashion.	The	positioning	of	museums	as	a	form	of	fashion	media	has	not	been	substantively	revisited	since	Andersons’s	(2000)	seminal	work.			Context	of	publication	has	also	shaped	foci	of	enquiry,	meaning	a	significant	gap	therefore	exists,	in	that	while	museum-based	fashion	practices	are	being	discussed	in	fashion	focussed	and	other	journals,	fashion	in	museums	is	not	being	discussed	in	museum	focussed	academic	contexts.	As	well	as	the	absence	in	surveys	of	museum	practice	and	theory	cited	above,	it	is	notable	that	journals,	such	as	Museum	Worlds:	Advances	in	Research,	International	Journal	of	
the	Inclusive	Museum,	Museum	and	Society,	or	Curator:	The	Museum	Journal,	contain	no	articles	on	these	subjects.	Only	three	obliquely	related	articles	have	been	published	in	Museum	Management	and	Curatorship:	a	case	study	of	a	curatorial	project	with	fashion	marketing	students	(Blanco,	2010),	and	two	case	studies	of	museum	websites	(Cameron,	2008;	Stewart	&	Marcketti,	2012).	Only	one	article,	exploring	the	sensory	experience	of	a	Giorgio	Armani	exhibition	in	2000,	has	appeared	(over	a	decade	later)	in	the	Journal	of	Curatorial	Studies	(Potvin,	2012).	With	the	rare	exceptions	noted	above,	this	means	that	much	about	this	area	of	museum	practice	is	interpreted	by	academics	from	fashion-related	and	other	disciplines,	or	by	curators	reflecting	on	their	own	practice.	While	this	enriches	available	research,	it	does	not	provide	a	perspective	strongly	based	in	museum	studies	or	other	theoretical	perspectives.	This	means	that	museological	issues,	founded	in	the	politics	and	poetics	of	new	museology,	are	not	being	addressed	or	discussed.	
 44 
	This	presents	limits,	such	as	those	Message	and	Witcomb	(2015)	have	sought	to	address	in	broader	museums	theory,	through		 Analysis	of	the	disciplinary	affiliations	of	museum	work;	…	attention	to	demonstrating	the	museum	as	a	locus	of	theory,	where	theory	is	generated	within	the	museum;	and	…	discussion	about	disciplinary	crisis	that	can	extend	from	this	analysis	(pp.	¶4,	italics	in	original).				As	noted	above,	even	within	available	works,	museologically	informed	analysis	of	fashion	in	museums	is	rare.	Conversely,	equally	limited	is	the	potential	for	museum	fashion	practices	to	inform,	critique	or	feed	into,	the	museologically	based	conversation	of	academia.			Thus,	while	museum	fashion	practices	are	widespread	in	Australasia,	there	is	remarkably	little	detailed	analysis,	which	mirrors	limitations	in	research	internationally.	In	order	to	address	these	concerns	and	contribute	new	knowledge	to	this	area	of	enquiry,	this	thesis	aims	to	more	comprehensively	examine	practice,	using	the	context	of	Australasia.	The	next	chapter	sets	out	a	research	design	and	methodology	to	achieve	this.	While	this	literature	review	has	provided	an	introductory	survey,	more	detailed	literature	reviews	also	lead	each	of	the	following	content	chapters.				
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Chapter	3:	Assembling	Fashion	in	Museums:	Research	Design	and	
Methodology				As	summarised	in	the	previous	chapter,	there	is	surprisingly	little	research	on	fashion	in	museums,	despite	prevalence	of	practice.	This	places	some	restrictions	on	a	doctoral	thesis.	It	indicates	an	imperative	to	ensure	that	this	research	project	can	account	for	a	diversity	of	practice,	being	necessarily	broad	but	also	integrating	comparative	case	studies,	while	considering	limits	in	praxis.	It	also	indicates	that	to	undertake	this	enquiry,	a	research	design	and	methodology	that	can	account	for	the	complexity	and	networked	nature	of	museum	fashion	practice,	and	of	museums	as	complex	sites	of	action	and	activity,	is	required.			One	approach	that	has	the	capacity	to	uncover	these	dynamics	is	Actor-Network	Theory	(ANT).	ANT	encourages	a	close,	persistent	empirical	analysis	to	uncover	practices	and	processes	in	complex	organisational	and	networked	settings.	Its	proponents	have	a	particular	interest	in	understanding	technologies,	processes	and	actions	that	help	uncover	how	knowledge	is	constructed.	Although	it	has	not	typically	been	used	to	focus	on	the	materialisation	of	identity,	ANT	enables	a	dynamic	approach	to	museum	histories	and	practices	that	moves	beyond	those	located	in	the	biographies	and	role	of	objects	(Alberti,	2005,	2009,	2011;	Appadurai,	1986;	Hill,	2005,	pp.	69-89;	Kopytoff,	1986);	or	through	the	communicative	meaning	of	objects,	as	found	in	the	circuit	of	culture	model	(Gay,	Hall,	Janes,	Mackay,	&	Negus,	2003;	McLean,	1998).			In	the	sense	used	here,	ANT	has	close	links	to	material	culture	theory,	in	particular	through	a	shared	belief	in	the	agency	of	objects,	such	as	clothing	and	fashion	(Hicks	&	Beaudry,	2010;	Hoskins,	2006;	Kuchler	&	Miller,	2005;	Miller,	2010;	Ruggerone,	2017;	Tilley,	et	al.,	2006).	As	Law’s	(1999)	explication	makes	clear,	ANT	can	account	for	these	concerns	through	its	recognition	of	the	role	of	objects,	their	relational	materiality	(the	belief	that	objects	are	produced	in	
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relation	to	other	entities),	and	the	view	that	“entities	...	are	performed	in,	by,	and	through	those	relations”	(p.	4,	italics	in	original).	In	this	way,	ANT	has	capacity	to	attend	to	both	materiality	and	practice	in	museums.		
Actor-Network	Theory	and	its	application	to	museums	and	fashion	ANT	was	developed	in	the	mid-1980s	by	a	group	of	sociologists	working	in	Paris	(Law,	1992).	In	particular	it	is	associated	with	Michael	Callon,	John	Law	and	Bruno	Latour,	who	have	focussed	on	the	sociological	investigation	of	science	and	technology	and	the	social	production	of	scientific	knowledge.	ANT	takes	the	position	that	agents,	social	institutions,	technologies	and	organisations	“are	all	effects	generated	in	patterned	networks	of	diverse	(not	simply	human)	materials”	and	that	these	“more	or	less	succeed	in	stabilizing	and	reproducing	themselves”	(Law,	1992,	p.	380).			ANT	has	been	described	as	a	“conceptual	frame	for	exploring	sociotechnical	processes”	(Crawford,	2005,	p.	1,	italics	in	original).	Although	its	title	suggests	a	theory,	ANT	does	not	propose	a	theoretical	explanation	of	observable	agents	and	actions;	rather,	it	provides	an	investigative	framework	built	on	the	concepts	of	materiality	and	practice,	with	action	taking	place	within	a	heterogeneous	network	in	which	actors	stabilise,	translate	and	make	durable,	the	concepts	investigated.	As	such,	it	presents	an	ideal	method	for	investigating	processes	and	actions	engaged	in	assembling	fashion	knowledges	and	material	identities	in	museums.	It	operates	from	a	theoretical	perspective	that	gives	parity	to	human	and	non-human	actors,	the	networked	nature	of	practices,	and	the	effects	or	translations	that	both	can	have.	At	its	core,	ANT	draws	on	ethnomethodological	principles	“acknowledging	the	built	nature	of	sociotechnical	networks	and	advocating	an	examination	of	the	taken	for	granted”	(Crawford,	2005,	p.	3).	In	this	sense,	“it	focuses	attention	on	the	minute,	ordinary	and	routine	aspects	of	ordinary	life”	(Entwistle,	2015,	p.	270);	and	is	increasingly	used	to	examine	diverse	organisational	networks,	including	museums	and	the	fashion	industry.				
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Examined	as	one	of	the	spaces	of	ANT	(Murdoch,	1998),	literature	on	museums	has	engaged	with	ANT’s	potential,	although	not	without	controversy	(Parker,	1998).	Aspects	of	ANT	have	been	used	to	position	museum	objects	in	a	heterogeneous	network,	enfolded	across	time	and	space,	of	“human	actors	...	collections	policies	...	marketing	opportunities,	and	the	materiality	of	the	galleries”	(Hetherington,	1997,	p.	208).	The	ANT	concept	of	relational	materiality	has	been	used	to	query	the	role	of	museum	experts,	their	actions	upon	collection	items,	and	the	making	or	performance	of	object	identities	(Maurstad,	2012).	ANT	has	also	been	engaged	to	examine	the	cultural	and	social	phenomenon	of	collecting	(Cheetham,	2012;	Larson,	Petch,	&	Zeitlyn,	2007),	and	the	role	of	objects	in	colonial	scientific	debates	(Thode,	2009);	as	well	as	to	consider	museum	visitor	experience	(Fino,	2008),	the	use	of	museum	technologies	(Kéfi	&	Pallud,	2011),	and	contextual	associations	of	museum	objects	through	online	and	collection	databases	(Cameron,	2008;	Cameron	&	Mengler,	2009).	ANT	has	provided	a	conceptual	framework	for	considering	the	non-hierarchical	place	of	objects	in	the	development	of	ethnographic	museum	collections	as	“material	and	social	assemblages”	(Byrne,	Clarke,	Harrison,	&	Torrence,	2011,	p.	4),	and	been	used	to	examine	how	mechanisms	of	knowledge	and	expertise	have	been	used	to	constitute	power	in	evolutionary	museums	(Bennett,	2004a).	In	an	art	museum,	Dewdney,	Dibosa	and	Walsh	(2013)	employed	ANT	to	investigate	knowledge	practices	and	visitor	engagement	at	the	Tate	Britain,	London.	In	Australasia,	ANT	provided	the	methodological	framework	of	the	Australian	Research	Council	funded	project,	Museum,	Field,	
Metropolis,	Colony:	Practices	of	Social	Governance	(Bennett,	Dibley,	&	Harrison,	2014;	Cameron	&	McCarthy,	2015;	Institute	for	Culture	and	Society,	2012);	and	has	been	used	to	interpret	object	biographies	(Brown-Haysom,	2013)	and	technologies	that	provoke	affective	visitor	responses	(Waterton	&	Dittmer,	2014).			While	possibly	underused	in	fashion	research,	ANT	has	been	proposed	as	an	alternative	to	more	traditional	economic	or	cultural	methods	for	its	ability	to	attend	to	both	materiality	and	practice	in	the	examination	of	production,	distribution	and	dissemination	in	the	fashion	system	(Entwistle,	2015).	In	this	
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way,	ANT	has	aided	examination	of	cultural	and	national	identity-making	practices	in	the	Danish	fashion	design	industry	(Melchior,	2010;	Melchior,	Skov,	&	Csaba,	2011).	In	a	detailed	study,	Entwistle	(2009)	brought	together	Bourdieu’s	field	theory	with	ANT	to	understand	the	aesthetic	economy	of	fashion	markets,	through	the	work	of	fashion	models,	bookers	and	wholesale	fashion	buyers.	This	provided	insight	into	otherwise	unexamined	practices,	by	revealing	“inner	workings	of	fashion	and	the	actors	who	shape	it”	(p.	1),	with	a	particular	focus	on	how	these	fashion	industry	participants	use	and	translate	tacit	and	aesthetic	fashion	knowledges	for	consumers,	through	networks	of	practice.	Sommerlund	applied	the	ANT	concept	of	mediations	to	fashion	fairs,	look	books	and	modelling	to	reveal	how	both	behind-the-scenes	and	end	products	of	fashion	are	assembled,	through	complex	networks	shaped	by	both	the	materiality	and	practices	of	fashion	participants.	As	Entwistle	(2015)	identified,	such	research	has	highlighted	the	capacity	of	ANT	to	attend	to	how	“fashion	is	not	one	‘thing’	but	a	complex	assemblage	of	a	heterogeneous	range	of	actors”	(p.	275).	Similarly,	other	fashion-related	studies,	while	not	necessarily	employing	ANT	have	also	sought	to	understand	fashion	networks	or	the	translation	of	fashion	through	networks	(d'Ovidio,	2015;	Lehmann,	2015;	Molloy	&	Larner,	2010;	Potvin,	2007,	2016;	Weller,	2008).	These	key	concepts	from	ANT	are	outlined	below.			Entwistle’s	(2004,	2009;	2006,	2013)	work	highlights	an	overlap	in	fashion	research,	through	the	application	of	Pierre	Bourdieu’s	(1993a,	1993b,	1993c)	field	theory	to	understanding	fashion	in	complex	networks,	as	a	system	of	relations	that	produces	outcomes	(d'Ovidio,	2015;	Dolbec	&	Fischer,	2015;	Pedroni	&	Volonté,	2014;	Rocamora,	2002,	2015).	While	these	works	are	drawn	upon	in	parts	of	this	thesis,	they	do	not	provide	a	theoretical	framework.	An	important	distinction	is	that	in	these	studies	there	is	a	presumption	that	qualities	of	participants	are	laden	with	values,	such	as	taste	or	superior	cultural	knowledge.	As	Rocamora	(2002)	has	identified,	Bourdieu’s	(1984,	1993a,	1993b,	1993c)	work	presents	limits	in	fashion	research,	as	it	fails	to	account	for	popular	or	mass	fashion,	through	an	emphasis	on	the	sub-field	of	high	fashion.	This	means	field	theory	may	not	adequately	account	for	some	exhibition	content	
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or	the	demographics	of	fashion	wearers	attending	fashion	exhibitions,	and	has	limits	where	research	needs	to	account	for	visitor’s	responses	or	co-creation	of	fashion	knowledges.	Rocamora	goes	on	to	note	limited	attention	in	Bourdieu’s	work	to	the	materiality	of	fashion	and	observes	that	Bourdieu	does	not	consider	consumers	as	producers.	The	responses	of	museum	consumers	are	employed	in	this	thesis	as	a	means	to	elucidate	practice	in	museums,	and	to	provide	an	alert	to	how	fashion	knowledges	are	also	destabilised,	constructed	or	queried	by	museum	visitors.	In	this	way,	ANT	helps	overcome	value-laden	assessments,	to	uncover	practices	and	actions	that	underpin	both	the	presentation	and	experience	of	fashion	in	museums,	in	ways	that	are	dialogic,	participatory,	and	co-creating.	As	a	means	to	overcome	such	limits	and	provide	more	nuanced	equitable	insight,	ANT	has	much	to	offer.		
The	methodological	process	of	ANT	applied	to	fashion	in	museums	In	2007,	Latour	(2007)	published	a	systematic	presentation	and	methodological	guide	that	laid	out	his	approach	to	ANT	through	an	emphasis	on	social	assemblages.	Central	to	this	perspective	is	that	observable	realities	cannot	be	explained	through	the	action	of	a	‘social	realm’,	as	if	this	were	a	physical	dimension,	domain	or	force.	Instead,	the	social	is	made	up	of	many	materialities,	agents,	actions	and	practices	that	are	engaged	in	producing	the	social,	and	so	can	be	traced	through	the	networks	between	them,	rather	than	being	addressed	through	a	social	explanation.	Latour	returns	to	the	original	etymology	of	the	word	social	and	draws	forth	its	designation	as	“a	type	of	connection	between	things	that	are	not	of	themselves	social”	(p.	5,	italics	in	original),	and	proposes	a	tracing	of	associations	between	actors	in	a	network	as	a	way	to	examine	and	reassemble	collective	outcomes.	For	a	study	of	fashion	in	museums,	Latour’s	scheme	offers	the	potential	to	consider	materialities	and	practices	not	as	something	fixed	and	transferred	unchanged	from	beyond	or	within	the	museum,	but	as	being	collectively	produced	by	a	complex	range	of	actors	and	actions	interacting	in	a	heterogeneous	network,	of	which	fashion	objects,	fashion	participants	and	museums	are	part.			
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Latour	(2007)	takes	a	three	stage	approach	to	reassembling	social	connections.	First,	he	deploys	a	series	of	“controversies	about	associations	without	restricting	in	advance	the	social	to	a	specific	domain”	(p.	16).	Second,	he	traces	the	ways	in	which	the	actors	themselves	seek	to	“stabilise	those	controversies”	(pp.	16,	italics	in	original).	Third,	he	examines	the	procedures	through	which	it	is	“possible	to	reassemble	the	social	not	in	a	society	but	in	a	collective”	(p.	16).	In	order	to	achieve	this,	Latour	advises	deploying	a	series	of	five	‘controversies’	about	associations:	regarding	the	nature	of	groups,	action,	agency,	matters	of	fact	and	the	writing	of	accounts.	These	are	methodological	but	also	help	to	define	the	theoretical	stance	of	ANT.	In	this	view,	associations	are	not	fixed	but	constantly	made,	they	need	to	be	performed	and	so	leave	traces	in	the	form	of	data.	In	the	museum,	this	could	include	collection	objects,	exhibition	planning	or	visitor	response	records,	didactic	panels,	publicity,	websites,	exhibitions,	publications,	and	so	forth,	that	are	used	in	group	delineation.	An	assemblage	is	made	by	actors	within	a	group	who	most	likely	act	as	mediators	and	so	constantly	transform,	translate	and	modify	information,	and	only	rarely	act	as	
intermediaries	that	transport	meanings	unchanged.	Through	a	focus	on	performative	action	it	is	possible	to	“follow	the	actors”	(p.	12)	and	begin	to	map	“the	many	contradictory	ways	in	which	social	aggregates	are	constantly	evoked,	erased,	distributed,	and	reallocated”	(p.	41).	Action	is	therefore	shared	with	others	and	must	be	distributed	through	some	means	or	vehicle	known	as	an	
agency,	which	must	be	given	form	or	figuration	in	order	to	have	effect.	An	actor	“is	not	the	source	of	an	action”	but	is	“made	to	act	by	many	others”	(p.	46).	Without	form	or	effect	a	potential	agency	remains	an	actant,	with	no	effect	until	acted	upon	by	another	agency.	Agencies	can	be	detected	through	empirical	observation	or	through	the	accounts	of	actors	themselves.	Examples	of	such	evidence	might	include	the	lending	or	purchase	of	fashion	garments,	sponsor	acknowledgements,	the	presence	of	key	individuals,	visitor	comments,	or	the	existence	of	exhibition	objects,	entire	exhibitions,	associated	events,	presence	at	fashion	festivals,	and	so	forth.			Significantly,	although	objects	don’t	determine	the	action	(this	would	cause	humans	to	become	intermediaries	that	transport	meanings	unchanged),	they	
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are	recognised	as	having	agency	equivalent	to	that	of	individuals,	groups,	institutions	or	organisations,	and	so	play	a	significant	role	in	materialising	the	social	by	providing	durability	and	helping	to	make	networks	visible	through	constantly	remade	associations.	Due	to	its	materiality	and	practices	of	use,	fashion	can	be	readily	understood	to	act	in	these	ways	(Crane	&	Bovone,	2006;	Kuchler	&	Miller,	2005;	Lemire,	2009;	Pearce,	1992;	Ruggerone,	2017;	Schnieder,	2005;	Weller,	2007;	S.	Woodward,	2007).			Latour	(2007,	pp.	79-86)	recommends	a	series	of	ideal	sites	for	ANT	investigation.	Alongside	archives	and	museums,	he	suggests	other	places	with	museum-like	attributes	“where	an	object’s	activity	is	made	easily	visible”	(p.	79),	or	where	objects	are	made,	used,	associated	with	innovation,	are	controversial	or	appear	exotic,	archaic	or	mysterious.	Such	attributes	readily	span	materialities	and	practices	recognisable,	as	much	in	the	fashion	industry	(Arnold,	2001;	Bolton,	2011;	Evans,	2003;	Frank,	2015),	as	in	museums	(Alberti,	2009;	Knell,	2007;	Moore,	1999;	Pearce,	1995;	Witcomb	&	Healy,	2006).	Latour	(pp.	87-120)	also	stresses	that	in	ANT	‘matters	of	fact’	should	be	treated	instead	as	‘matters	of	concern’.	This	principle	is	a	useful	way	to	both	destabilise	and	interrogate	fashion	knowledges	in	museums,	and	to	consider	how	material	identities	presented	in	museums	should	be	recognised,	not	as	stable	facts	but	as	ontological	positions	deployed	through	materialities	and	practices,	such	as	fashion	garments,	exhibitions,	catalogues,	taxonomies,	and	so	forth.	Finally,	for	Latour	(pp.	121-140),	writing	an	account	of	research	is	also	part	of	the	inquiry,	as	a	good	account	is	one	that	traces	a	network,	the	role	of	mediators	and	identifies	the	translations	between	mediators	that	generate	traceable	associations.	The	account	must	also	“qualify	its	objectivity”	(p.	129)	by	deploying	the	full	range	of	actors	and	at	the	same	time	recognise	that	the	concept	of	a	network	“is	a	tool	to	help	describe	something,	not	what	is	being	described”	(p.	131).		Of	significance	to	museums	research	is	that	ANT	recognises	that	local	interactions	“overflow	with	elements”	(Latour,	2007,	p.	166)	that	come	from	other	times	and	places	or	are	generated	by	agencies	outside	the	site	of	study	
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(c.f.	Alberti,	2005,	2009;	Byrne,	et	al.,	2011;	Gosden,	Larson,	&	Petch,	2007;	Robinson,	2012,	2013).	Fashion	garments	and	their	provenance;	incoming	touring	exhibitions;	sources	of	fashion	knowledges,	including	fashion	media	and	fashion	industry	participants;	and	museum,	fashion	or	cultural	theories,	are	all	examples	of	such	elements.	But	rather	than	suggesting	that	museums	are	solely	responding	to	wider	contexts	(which	they	may	be	doing),	ANT	also	asks	how	museums	may	be	creating	these	situations	and	ideas	locally.	This	means	that	it	may	be	necessary	to	move	to	other	sites	in	a	wider	museum	fashion	network	in	order	to	locate	the	origins	of	such	elements	but	only	where	there	is	indication	of	how	knowledges,	materialities	or	practices	are	translated	to	the	museum.	Wider	contexts	should	not	in	themselves	be	used	as	a	structural	explanation.			Latour	(2007,	pp.	165-190)	uses	the	topographic	analogy	of	a	flat	landscape	to	suggest	equivalence	between	local	and	contextual	(or	global)	elements,	and	specifies	that	‘clamps’	should	be	identified	to	show	where	these	structural	effects	are	produced	and	how	actors	frame	their	activities	into	wider	contexts	or	scales.	Annual	reports,	exhibition	materials,	didactic	panels,	media	releases,	curatorial	or	publicity	statements,	and	fashion	garments,	may	all	act	as	clamps	by	positioning	the	local	into	the	global	[Figure	3.1].	Equally,	it	should	be	recognised	that	local	interactions	are	an	assemblage	of	many	other	global	elements	drawn	together,	which	articulate	or	localise	the	presence	of	other	places	(pp.	193-199).	Individual	actors	too,	are	made	of	these	many	influencing	parts	(c.f.	Jenkins,	2008;	Lawler,	2008),	so	the	more	attachments	an	actor	has	the	more	significance	they	have,	especially	if	acting	as	a	mediator	linked	to	many	other	mediators	within	the	actor-network.	Latour	(pp.	221-231)	reminds	us	that	it	is	important	to	identify	how	such	connections	are	made	and	their	agency	transported,	for	example	by	considering	formal	standardising	processes	or	generalising	collecting	statements	adopted	in	the	museum,	such	as	the	exhibition	statement	made	by	the	New	Zealand	Fashion	Museum	(NZFM)	(2012)	that	“black	has	become	part	of	our	identity	as	New	Zealanders”	(¶1).	This	will	help	to	reveal	the	stabilising	processes	employed	by	actors	and	the	mediating	connections	that	lie	between	them.	By	empirically	tracing	these	connections	a	“political	epistemology”	(p.	249)	will	be	revealed,	to	shift	
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observations	from	relying	on	a	social	explanation	to	being	the	mapped	result	of	the	many	processes,	practices,	mediations	and	translations	that	are	drawn	together	within	a	site.	When	reassembled	through	a	written	account,	it	becomes	possible	to	provide	insight	into	how	museum	materialities	and	practices	are	engaged	in	assembling	fashion	knowledges	and	material	identities.			
	Figure	3.1:	A	fashion	exhibition	overflowing	with	elements	that	help	position	the	local	into	the	global.	With	contributions	from	over	100	people,	Dressing	Sydney:	The	Jewish	Fashion	
Story	(2012)	told	the	history	of	Sydney’s	schmatte	(clothing)	trade,	through	changing	technologies,	designs,	successes	and	failures	of	family	businesses,	immigrants,	Holocaust	survivors,	and	descendants,	who	built	iconic	Australian	fashion	brands,	some	having	come	to	Australia	with	nothing.	Image:	Sydney	Jewish	Museum.			
Confining	the	study:	sites	and	timeframes		While	ANT	may	be	used	to	investigate	a	single	site	of	study,	its	principles	can	equally	be	applied	across	several	sites	and	time	frames	(Bennett,	2004a;	Byrne,	et	al.,	2011,	p.	4;	Entwistle,	2009).	The	focus	of	this	study	is	on	museums	in	Australasia.	Many	are	well-regarded	and	well-researched	museums,	recognised	particularly	for	embracing	bicultural	and	new	museum	practices	within	the	context	of	their	indigenous,	migrant	and	colonial	settler	societies	(MacKenzie,	2009;	Message,	2006;	Witcomb	&	Healy,	2006).	They	have	often	featured	in	international	case	studies	and	volumes	(Henare,	2005;	Knell,	MacLeod,	&	Watson,	2007;	Longair	&	McAleer,	2012;	Macdonald	&	Leahy,	2015);	and	are	
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supported	by	an	academic,	practice	and	research	base	that	means	their	proponents	are	international	leaders	in	the	fields	of	museum	and	cultural	studies	(Bennett,	1995;	Witcomb,	2003).	Australasian	museums	actively	collect	and	exhibit	fashion	in	ways	that	at	least	find	equivalence	with	international	practices,	through	a	mix	of	internally	curated,	touring,	and	incoming	international	exhibitions	(Horsley,	2014a).	Thus,	research	about	fashion	in	Australasian	museums	has	application	to	international	contexts,	particularly	where	museum	practices	and	fashion	knowledges	are	inflected	by	European	fashions,	settler	colonial	societies	or	contemporary	museology.	Australasian	museums	also	provide	a	mix	of	institutional	focus,	longevity,	size	and	discipline.		With	this	in	mind,	case	studies	throughout	this	thesis	are	chosen	to	exemplify	or	interrogate	chapter	thematics.	They	include	the	sites	of	major	museums,	collections	and	exhibitions,	such	as	NGV,	PHM,	AWMM,	and	Museum	of	New	Zealand	Te	Papa	Tongarewa	(Te	Papa),	Wellington.	Several	case	studies	reflect	regional	and	smaller	museum	practices	found	at	fashion-focussed	museums,	such	as	HBMAG;	Bendigo	Art	Gallery,	in	Bendigo,	Victoria;	and	the	NZFM,	a	virtual	museum,	which	publishes	and	presents	touring	exhibitions	and	website	content	but	does	not	collect	physically.	Others	are	sited	in	a	range	of	less	frequently	fashion-identified	sites,	including	temporary	exhibition	spaces,	public	museums	and	galleries,	retail	outlets	and	a	house	museum.	Comparative	examples	and	practices	are	also	included	in	short	international	case	studies.	Throughout	the	thesis,	the	rationale	for	inclusion	is	clearly	explicated.			While	this	thesis	includes	contextual	background	and	histories	of	fashion	exhibitions	and	collecting	in	Australasia	(and	comparatively,	internationally),	case	studies	predominantly	focus	on	more	recent	practice.	All	of	the	main	case	studies	date	since	2000,	with	all	but	four	dating	since	2010.	Others	from	earlier	decades	are	included	for	comparative	or	contextual	significance.	Confining	the	study	in	this	way	has	enabled	reflection	on	a	timeframe	informed	by	recent	growth	in	published	knowledge	of	Australasian	fashion	histories,	cultures,	industry	and	designer	practices,	many	of	which	form	substantial	publications	(de	Pont,	2012d;	English	&	Pomazan,	2010;	Gregg,	2003;	Hammonds,	et	al.,	
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2010;	Labrum,	et	al.,	2007;	Lassig,	2010;	Lock,	2015;	Maynard,	2000b,	2010;	Molloy	&	Larner,	2013;	Oakley	Smith,	2010;	Oakley	Smith	&	Kubler,	2013a).	This	time	period	reflects	a	time	of	rapid	development	in	the	profile	of	fashion	in	museums,	not	only	through	growth	in	exhibitions	but	also	in	new	museum-based	fashion	research	centres	at	the	PHM	and	NGV,	accompanied	by	substantial	donations	to	fashion	collections	and	financial	support	from	donor	collectors	(Gray,	2011;	NGV,	2016b;	Ryan	&	Cree,	2010;	Tedmanson,	2016;	Traill-Nash,	2015).	The	time	period	also	provides	opportunity	to	consider	how	museums	have	responded	to	contemporary,	and	increasingly	dialogic	and	participatory,	museum	practices	through	fashion,	since	the	turn	of	the	millennium.	Importantly,	it	has	meant	that	recent	and	well	documented	primary	sources	are	available	to	support	an	enquiry	based	in	ANT,	as	discussed	below.			
Research	method,	sources	and	aligning	chapters	to	ANT	The	nature	of	ANT	is	an	enquiry	interested	in	varied	and	multiple	impacting	entities,	requiring	close	empirical	observation	and	the	ability	to	be	responsive	to	new	avenues	of	research	as	they	arise.	This	means	that	primary	modes	of	research	for	this	thesis	have	included	exhibition	and	collection	site	visits,	informal	discussions	with	curators,	reviewing	internal	reports	and	exhibition	planning	records;	alongside	assessing	information	in	the	public	domain,	such	as	policy	statements,	annual	reports,	websites,	blogs,	images,	publicity,	exhibition	didactics	and	publications,	and	non-identifying	visitor	response	cards,	as	well	as	reflecting	on	experience	through	practice.	Published	documents	and	unpublished	archival	sources	are	listed	in	the	reference	list	at	the	end	of	this	thesis.		One	unusual	aspect	of	ANT	is	that	although	Latour	(2007)	insists	that	any	account	must	“qualify	its	objectivity”	(p.	129)	by	deploying	the	full	range	of	actors	networked	in	and	impacting	a	research	context,	he	does	not	encourage	interpretation	based	in	theory	external	to	the	site	of	enquiry.	It	is	his	recommendation	that	having	followed	the	actors,	accounts	should	be	written	from	a	position	of	“deployment	not	critique”	(p.	129),	suggesting	that	the	commentary	of	actors	is	sufficient	to	be	implicitly	trusted	and	provide	a	full	
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account	of	what	is	observed.	This	presents	limits	when	the	practice	of	ANT	is	extended	beyond	site-specific	ethnomethodological	research	and	account.	The	exhibitions	and	practices	that	have	occurred	through	fashion	in	museums	did	not	occur	in	a	vacuum	and	when	working	with	past	events,	it	is	necessary	to	rely	on	secondary	documentation	to	gain	a	more	complete	understanding	of	their	networks	and	context.	Further,	museums	are	closely	networked	with	external	agents	that	are	far	less	easy	to	access;	some	details,	such	as	the	amount	of	financial	investments	by	exhibition	sponsors,	may	be	entirely	unavailable.	These	networked	agents	do	leave	traces:	in	correspondence,	media	interviews,	sponsor	or	publicity	statements,	the	lending	of	garments,	and	so	forth.	In	examining	the	application	of	ANT	to	art	practices,	van	Maanen	(2009,	pp.	84-88)	has	described	how	museums	are	like	translation	centres:	both	passages	in	a	network	where	translation	can	happen,	and	surrounded	by	passages	where	museum	materialities	and	practices	intersect	at	borders	with	external	materialities	and	practices,	and	so	enter	the	museum	in	a	new	set	of	networked	relations.	Likewise,	in	this	research,	in	tracing	the	networks	of	actors	it	was	quickly	apparent	that	external	sources	were	essential	to	a	full	account.			While	museums	can	be	understood	as	discrete	fashion	spaces,	as	shown	in	
Chapter	5:	Museums	as	Fashion	Spaces,	they	profusely	borrow	from,	work	with,	and	are	reliant	upon,	numerous	external	agents,	as	shown	in	Chapter	6:	
Museums	in	Fashion	Networks.	These	external	contexts	mean	that	exhibitions,	the	fashion	industry,	designers,	and	even	garments,	are	impacted	by	political,	theoretical,	museological	and	other	contexts.	In	part,	these	contexts	are	the	theories	about	fashion	itself.	Not	just	theories	that	explain	materialisation	of	identities	or	how	fashion	communicates,	in	Australasia	(as	elsewhere)	fashion	has	also	been	enmeshed	in	economic,	political,	national	identity	and	other	projects.	It	is	therefore	a	worthy	part	of	an	account	that	theories	about	fashion	and	museums	are	integrated	throughout	this	thesis,	as	a	means	to	understand	a	broader	cultural	context.	Using	examples	from	the	fashion	industry,	Entwistle	and	Slater	(2014)	have	described	a	certain	“culture-blindness”	(p.	162)	in	ANT,	even	while	it	helps	overcome	a	split	between	“materiality	versus	meaning”	(p.	162).	In	order	to	examine	settings	“in	a	manner	that	respects	the	empirical	
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realities	of	culture	as	it	is	performed	and	assembled”	(p.	162),	Entwistle	and	Slater	caution	that:		 While	ANT	successfully	deflates	‘culture’	in	the	way	participating	actors	themselves	categorise,	calculate	and	explain	the	practices	and	objects	they	are	engaged	with	…	we	cannot	make	sense	of	these	practices	and	objects	without	reference	to	concepts	of	culture	through	which	actors	perform	them	(p.	162).		Such	networks	are	evident	in	the	way	that	fashion	knowledges	have	been	translated	both	within	and	without	museums.	Networks	of	theory	and	practice	provide	context	for	both	how	fashion	was	understood	at	the	time	it	was	used	by	museum	and	fashion	industry	participants,	and	how	it	can	be	understood	through	observation	of	museum	practices	today.	Where	these	networks	of	fashion	knowledges	intersect	–	as	in	the	passages	at	van	Maanen’s	(2009)	borders	–	is	also	an	important	area	of	enquiry.	Across	sites	and	time	periods,	it	is	not	possible	to	confine	fashion	in	museums	to	within	museum	walls.	Understanding	museums	as	sites	that	translate	these	imperatives	is	demonstrated	throughout	the	chapters	of	this	thesis,	and	most	particularly	through	Chapter	7:	Museums	as	Fashion	Translations.			Finally,	Chapter	8:	Museums	as	Fashion	Media,	looks	at	some	of	the	limits	of	fashion	in	museums	by	comparison	with	broader	fashion	media.	In	this	chapter,	museums	are	understood	as	a	fashion	media	in	their	own	right:	as	spaces,	in	networks,	engaged	in	translations,	which	act	like	other	media	to	present	very	specific	fashion	knowledges	and	material	identities	for	visitors.			Thus,	as	demonstrated	by	their	titles,	the	chapters	in	this	thesis	trace	themes	influenced	by	the	research	methodology	and	proclivities	of	ANT.	The	concluding	chapter,	Chapter	9:	Museums	as	Fashion	Agencies,	reviews	the	clamps	that	hold	these	assemblages	together.	While	there	may	be	many	fashion	assemblages	within	and	aligned	to	the	case	study	museums,	the	aim	is	not	to	critically	evaluate	the	rights	or	wrongs	of	museum	practice.	Rather,	this	chapter	reassembles	the	broader	picture	to	provide	insight	into	how	museum	materialities	and	practices	are	engaged	in	assembling	fashion	knowledges	and	
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material	identities,	through	fashion	in	museums,	and	implications	this	has	for	museum	fashion	practice.	To	begin,	however,	the	next	chapter	sets	the	scene	through	one	case	study,	to	reveal	thematics	and	to	help	demonstrate	the	complexity	of	heterogeneous	materialities	and	practices	that	exist	in	every	museum	fashion	context.		
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Chapter	4:	Museums	as	Fashion	Weeks					
Introducing	Frock	Stars	In	2010,	PHM	presented	a	highly	successful	exhibition	that	went	on	to	tour	nationally.	Titled	Frock	Stars:	Inside	Australian	Fashion	Week,	the	exhibition	explored	the	development	and	practices	of	a	key	event	in	the	Australasian	fashion	calendar,	the	annual	Sydney-based	Australian	Fashion	Week	(AFW),	during	the	period	1996	to	2010.1	As	exhibition	promotion	explained,	the	aim	was	to	take	visitors:			Behind	the	scenes	to	Australian	Fashion	Week.	Experience	the	shows,	the	set	and	the	scene.	Relax	in	the	VIP	lounge,	watch	footage	from	past	and	present	collections,	see	some	of	the	best	outfits	from	the	first	15	years,	plus	exclusive	interviews	with	designers,	models	and	industry	insiders!			From	backstage	to	front	row,	Frock	stars	takes	a	look	at	the	complex	organisation	behind	the	staging	of	this	major	event	and	the	roles	and	experiences	of	selected	people	working	inside	Australian	Fashion	Week	(PHM,	2013,	¶1-2,	emphasis	in	original)	[Figure	4.1].		These	aims	meant	that	the	exhibition	was	unique	in	its	focus,	being	not	just	on	fashion	designers	and	garments	but	also	on	fashion	industry	practices,	organisational	structures	and	participants.	Frock	Stars	therefore	offers	an	introductory	means	to	consider	how	an	exhibition	about	a	key	event	in	the	Australasian	fashion	industry	was	assembled	through	the	materialities	and	practices	of	that	industry,	and	what	this	may	mean	for	museum	visitors	as	participants	in	that	industry,	through	the	kinds	of	fashion	knowledges	and	material	identities	conveyed.	The	case	study	is	also	important	for	its	timeframe,	its	significance	in	the	Australasian	context,	its	generalisability	to	international	fashion	week	practices,	and	the	way	in	which	it	concentrated	a	range	of	museum	materialities	and	practices.																																																											1	Due	to	corporate	naming	rights,	known	as	Mercedes	Australian	Fashion	Week	(1996-2005),	
Rosemount	Australian	Fashion	Week	(2006-2010)	and	Mercedes-Benz	Fashion	Week	Australia	(2011-present).	
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	Figure	4.1:	Part	of	the	catwalk	section	of	Frock	Stars.	Image:	Geoff	Friend,	ãMAAS.				
Frock	Stars	timeframe	meant	that	the	exhibition	centered	on	a	period	when	both	the	Australian	and	New	Zealand	fashion	industries	were	rapidly	changing	and	consolidating	into	an	emergent	culture	industry	(McRobbie,	2000),	to	which,	AFW	was	central	(Molloy	&	Larner,	2013;	Webber	&	Weller,	2001a).	As	PHM’s	parent	body,	Museum	of	Applied	Arts	and	Sciences	(MAAS),	explained:				 The	exhibition	explores	the	creative	and	organisational	aspects	of	Australia’s	key	fashion	event,	highlighting	the	controversies	and	achievements	of	an	event	that	has	challenged	and	changed	perceptions	of	the	Australian	fashion	industry	(MAAS,	2010,	p.	20).		Until	the	establishment	of	New	Zealand	Fashion	Week	(NZFW)	in	2001,	AFW	was	the	main	regional	platform	for	promotion	and	celebration	of	both	the	Australian	and	New	Zealand	fashion	industries	(Blomfield,	2002;	Lock,	2015).	New	Zealanders	maintained	a	strong	presence	at	AFW	during	the	period	covered	by	Frock	Stars	(Lock,	2015;	Molloy	&	Larner,	2013),	and	the	event	has	continued	to	attract	New	Zealand	fashion	designers,	media,	and	industry	participants	(Linnell,	2015).	There	is	also	significant	overlap	between	both	country’s	fashion	industries,	and	common	characteristics	in	the	history	and	
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development	of	both,	within	their	shared	and	discrete	political	and	economic	contexts	(Molloy	&	Larner,	2013;	Webber	&	Weller,	2001a).	While	only	one	New	Zealand	fashion	designer’s	ensemble	was	included	in	Frock	Stars,	as	will	be	shown	in	Chapter	7:	Museums	as	Fashion	Translations,	this	representative	example	can	usefully	demonstrate	how	both	country’s	fashion	narratives	often	overlap,	and	the	relevance	of	AFW	to	both	country’s	fashion	knowledges	and	material	identities.			Further,	AFW	follows	an	archetypal	model	of	fashion	weeks	internationally.	These	can	be	understood	as	concentrated	knowledge	centres,	implicit	to	the	realisation	of	local,	business	and	regional	fashion	identities	(Bathelt,	Golfetto,	&	Rinallo,	2014;	Bathelt	&	Zeng,	2015;	Rantisi,	2011)	where	“participants	gain	knowledge	about	[fashion]	trends,	technologies	and	markets”	(Skov,	2006,	p.	770).	AFW	can	be	understood	as	a	generalised	example	of	these	international	practices	(Weller,	2008),	as	much	as	a	means	to	communicate	national	and	trans-Tasman	fashion	knowledges	and	material	identities	(Weller,	2015).	Discussion	of	the	exhibition’s	thematics	can	therefore	be	contextualised	to	fashion	industry	practices	across	Australasia	and	internationally,	and	usefully	applied	to	help	set	the	scene	of	both	country’s	emergent	fashion	industries,	with	this	developing	industry	context	bearing	similarity	to	other	international	fashion	industries	of	the	period	(Goodrum,	2005b;	McRobbie,	1998,	2000;	Webber	&	Weller,	2001a).			An	examination	of	Frock	Stars	exhibition	practices	also	has	application	to	practices	at	other	museums,	both	during	and	since	the	period	of	the	case	study.	For	example,	through	well	documented	archival	and	public	evidence	of	PHM’s	networked	engagement	with	the	fashion	industry,	designers	and	participants,	the	means	to	identify	practices	around	other	exhibitions	are	more	clearly	compared,	revealed	and	articulated.	As	the	MAAS	2009-2010	Annual	Report	recorded,	Frock	Stars	was	an	important	exhibition,	due	to	the	way	it	worked	across	multiple	areas	of	the	museum’s	practice	(MAAS,	2010).	It	drew	upon	PHM	collections	and	archives,	positively	impacted	their	development	through	new	purchases	and	donations,	and	helped	improve	collections	knowledge	(pp.	
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23,	32).	It	generated	new	ways	for	exhibition	visitors	to	link	to	the	PHM’s	online	collections	catalogue,	through	short	weblinks	(URLs)	on	exhibition	didactics	(p.	25).	It	added	value	online,	through	video	interviews	with	industry	participants,	weblogs,	social	media,	an	exhibition	microsite	and	educational	resources	(pp.	24,	47).	Frock	Stars	was	also	significant	in	its	experiential	approach,	such	as	the	recreation	of	fashion	designer’s	Nicola	Finetti’s	design	studio,	its	use	of	non-collection	props,	its	multi-sensory	presentation,	and	through	what	PHM	staff	described	as	the	exhibition’s	“pace	and	rhythm”	(p.	38):	attributes	that	worked	to	further	PHM’s	strategic	commitments	to	reach	diverse	audiences	(p.	4),	and	to	“dissolve	boundaries	between	exhibitions,	programs,	publications	and	web	content”	(pp.	5,	25,	38,	56).	Aims	that	were	further	extended	into	public	events	and	sponsor	relationships	(pp.	50-51,	73).	As	a	case	study,	Frocks	Stars	presents	a	concentrated	example	of	one	museum’s	seamless	engagement	with	the	fashion	industry,	through	exhibition	components	and	impetus	(p.	20),	and	by	leveraging	a	diversity	of	relationships,	input	and	promotion,	including	via	other	museums,	fashion	designers	and	fashion	media	(p.	36).			While	exhibition-specific	visitation	was	not	reported,	around	150,000	people	visited	PHM	during	the	six	months	the	exhibition	was	open,	with	about	66,000	people	visiting	Frock	Stars	(audience	insights	and	analysis	manager,	MAAS,	personal	communication,	20	December	2017),	and	many	thousands	more	viewing	the	exhibition	in	the	regional	centers	to	which	it	travelled	(MAAS,	2010,	2012).	In	many	ways	an	exemplary	exhibition,	Frock	Stars	was	reflective	of	a	then	relatively	new	approach	to	practices	of	museum	engagement,	through	an	immersive	intent	and	participatory	approach	to	visitor	knowledge	and	experience.	As	detailed	below,	the	exhibition	design	meant	that	visitors	could	interact	with	fashion	components,	role-play,	or	imagine	themselves	immersed	in	the	materialities	and	practices	of	AFW.	They	could	also	complete	visitor	response	cards	to	provide	feedback,	critique	or	observation,	which	many	used	to	contextualise	what	they	saw	and	experienced,	through	their	own	fashion	knowledges	and	material	identities	(‘Visitor	response	cards’,	2010).	These	visitor	response	cards	offer	a	valuable	and	revealing	means	to	examine	and	understand	Frock	Stars’	visitor	experience.	They	help	tease	out	a	tension	that	
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arose,	as	it	does	in	many	fashion	exhibitions,	between	the	presentation	of	fashionable	ideals,	and	the	more	quotidian	fashion	experiences	of	visitors.	This	tension	is	a	core	consideration	of	this	chapter,	which	has	helped	shape	the	following	chapters’	foci	of	enquiry.			
Frock	Stars	was	distinctive,	in	that,	rather	than	featuring	the	work	of	a	single	fashion	designer	or	group	of	fashion	designers,	a	thematic	overview	of	period	or	style,	the	exhibition	sought	to	explore	an	activity	at	the	heart	of	the	fashion	industry,	through	its	focus	on	the	worldwide	phenomena	of	fashion	weeks,	and	AFW	specifically.	Entwistle	and	Rocamora	(2006)	have	proposed	that	fashion	weeks	act	as	a	microcosm	of	the	fashion	industry.	In	this	sense,	the	Frock	Stars	exhibition	assemblage	can	also	be	understood	as	a	representative	assemblage	of	the	fashion	industry,	by	depicting	a	microcosm	of	that	industry	and	the	numerous	actors	or	participants	that	make	it	up.	This	meant	that	Frock	Stars	operated	across	multiple	levels	of	knowledge	about	fashion:	as	museum	exhibition,	as	depiction	of	the	fashion	industry,	and	as	microcosm	of	that	industry	as	seen	through	the	context	of	a	fashion	week,	as	well	as	through	the	fashion	knowledges	and	material	identities	of	museum	visitors	as	fashion	consumers.	In	these	ways,	Frock	Stars	offers	a	preliminary	means	to	consider	how	many	fashion	exhibitions,	and	the	fashion	knowledges	and	material	identities	centered	around	them,	are	assembled	through	a	range	of	similarly	networked	materialities	and	museum	fashion	practices.			As	an	example	of	museum	fashion	practices,	Frock	Stars	helps	elucidate	the	mediation	of	fashion	knowledges	and	material	identities	as	they	move	from	the	fashion	industry,	through	the	materialities	and	practices	of	museums	as	translation	centres.	Through	the	visitor	response	cards,	Frock	Stars	also	provides	some	means	to	consider	what	this	may	mean	for	museums	and	their	users,	as	these	materialities	and	fashion	knowledges	enter	into	new	networked	relations.		
	The	Frock	Stars	case	study	has	therefore	been	chosen	for	the	ways	in	which	the	nature	of	the	exhibition’s	content	and	practices	can	help	elucidate	themes	
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central	to	this	thesis.	It	is	returned	to	throughout	this	thesis	as	a	means	to	introduce	and	draw	together	threads	of	enquiry	aligned	to	each	of	the	chapter	thematics.	In	order	to	locate	that	enquiry	within	the	broader	objectives	of	PHM,	the	next	section	introduces	the	institutional	context	of	Frock	Stars.		
The	institutional	context	of	Frock	Stars	Dynamic	and	highly	textured,	Frock	Stars	was	a	multi-platform	exhibition	supported	by	a	substantial	online	presentation.	The	exhibition’s	realisation	sat	within	the	wider	remit	of	PHM,	which	by	2010,	could	be	regarded	as	an	example	of	a	‘new	museum’.	As	museums	academic	and	researcher	Kylie	Message	(2006)	has	identified,	traits	of	new	museums	are	found	in	the	ways	that:			 Museums	all	around	the	world	have	been	reinventing	themselves.	They	are	now	much	more	than	scholarly,	cultural	archives.	A	remit	to	reach	out	to	a	broader	public,	the	increasing	politicization	of	the	ownership	and	curation	of	objects,	the	architectural	expectations	of	new	buildings,	the	requirements	of	the	‘event	exhibit’...	all	have	changed	the	way	any	new	museum	is	built,	operates	and	serves	its	public	purpose.	Museums	now	reflect	global	economics	and	local	politics.	New	museums	now	shape	our	public	culture	(back	cover).		With	its	origins	in	Sydney’s	first	international	exhibition	in	1879,	PHM	was	formally	established	as	a	technological	museum	in	1882,	and	in	1950	found	focus	as	a	museum	of	applied	arts	and	sciences	(PHM,	2012e).	Housed	in	a	repurposed	power	station	since	1988,	by	2010,	under	the	directorship	of	Dawn	Casey,	the	museum’s	remit	included	a	focus	on	the	creative	industries,	science	and	ecological	sustainability	(MAAS,	2012,	p.	6),	along	with	a	desire	to	express	“stories	of	Australian	culture,	history	and	lifestyle”	(PHM,	2012a,	¶1).	Of	its	approximately	500,000	collection	items,	the	museum	had	by	then	developed	a	major	collection	of	clothing	and	fashion,	with	over	30,000	garments	and	a	strong	programme	of	collecting	and	exhibiting	contemporary	designer	fashion	('Draft	speech’,	2010;	PHM,	2012c).	As	part	of	its	institutional	vision	and	design	objectives,	PHM	sought	to	engage	with	the	creative	industries,	one	of	the	rising	stars	of	which,	was	the	Australian	fashion	industry.			
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Background	to	the	Australian	fashion	industry	What	was	the	background	to	Australia’s	fashion	industry,	and	why	an	exhibition	about	a	fashion	week?	Until	the	early	2000s,	both	the	Australian	and	New	Zealand	fashion	industries	were	not	significantly	demarcated	within	policy	or	literature	from	the	broader	textile,	clothing	and	footwear	(TCF)	industry,	of	which	they	are	part	(Barbour,	Harvey,	Reid,	&	Spicer,	2002;	Burleigh	Evatt	&	New	Zealand	Institute	of	Economic	Research,	2001a,	2001b,	2002;	Laing	&	Wilson,	2010;	Webber	&	Weller,	2001a).	In	Australia,	early	colonial	clothing	manufacture	was	largely	dependent	on	offshore	production	or	materials,	with	problems	of	supply	endemic	(Eluwawalage,	2010;	Maynard,	1990;	1994c,	pp.	27-40);	yet	fashionable	clothing	was	an	important	means	for	self-expression	of	material	identity	for	many	settlers	(Bellanta,	2017;	Cramer,	2017a,	2017b;	Jarvis,	2010;	Maynard,	1994a,	1994b).	In	a	developing	economy,	the	need	for	fashion	garments	meant	that	manufacture	predominantly	centered	on	a	disparate	workforce	of	homemakers,	independent	dressmakers,	and	department	store	employees	or	contractors,	who	sought	to	follow	ideals	of	local	and	overseas	fashions	(Elliott,	1997;	Eluwawalage,	2015;	Fletcher,	1984;	Marendy,	2000;	Maynard,	1994a;	Miller	&	Merrilees,	2004;	Peers,	2010;	Scandrett,	1978).		Webber	and	Weller	(2001a,	pp.	10-56)	have	comprehensively	traced	how,	following	Federation	in	1901,	a	more	formalised	Australian	TCF	industry	grew,	under	a	deliberate	expansion	strategy	shaped	by	an	approach	to	national	development	that	emphasised	the	benefits	of	“a	protectionist,	white-immigrant	and	centralised,	wage-fixing	Nation”	(p.	10).	This	became	reflected	in	a	highly	regulated	TCF	sector,	with	a	low	turnover,	low	wage	labour	force,	concentrated	in	central	Melbourne	and	Sydney	(also	see,	Epstein,	2010;	Sugarman,	2012),	which,	post-World	War	Two,	gradually	diversified	to	include	non-English	speaking	immigrants,	rural	women	and	regional	locations.	By	the	late	1960s	an	unsustainable	pattern	had	emerged,	where	characteristically	small	family	businesses,	with	low	productivity	and	low	mechanisation	were	incentivised	against	technical,	productivity	or	investment	change	due	the	availability	of	very	cheap,	predominantly	female,	labour.	High	profits	were	still	possible	against	this	
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low	productivity,	due	to	the	advantages	of	low	wages	and	strong	border	protection,	controlled	through	various	government	regulated	tariffs,	import	duties	and	bounty	schemes.	The	inherently	high	risk	of	fashion	change	was	also	managed,	through	close	production	oversight	and	limited	consumer	access	to	overseas	goods,	supported	by	import	protection	that	aimed	to	encourage	local	industry,	raise	revenue	and	promote	economic	self-reliance.	This	resulted	in	a	largely	homogenous	industry,	with	few	niche,	made-to-order	fashion	salons	catering	to	a	wealthier	clientele	(Jents,	1993;	Leong,	2010;	Mitchell,	2010;	Pomazan,	2010),	a	strong	culture	of	home	sewing	(Maynard,	1994c,	pp.	126-129;	2000b,	pp.	79-81),	and	a	limited	but	distinctive	style	of	locally	characteristic	clothing,	primarily	reflecting	attributes	of	environment,	work	or	lifestyle	(Craik,	2009;	Flower,	1968;	Maynard,	1994c,	2000b).			From	the	early	1970s,	successive	governments	set	in	place	a	series	of	structural	reforms	to	reduce	trade	barriers,	cut	quotas	and	tariffs,	create	positive	incentives	for	firms	to	restructure,	and	establish	‘labour	adjustment	packages’	to	offset	the	consequent	effects	of	extensive	job	losses	(Webber	&	Weller,	2001a,	pp.	57-69;	Webber,	Weller,	&	O'Neill,	1996).	These	sectoral	changes	reflected	new	growth	strategies	based	in	international	competiveness	but	had	considerable	social	costs	in	terms	of	local	unemployment,	business	closure,	job	insecurity	and	structural	instability,	with	significant	manufacturing	capacity	either	shifting	offshore,	or	to	precariously	positioned,	less	regulated	piecework	or	‘cut,	make	and	trim’	contractors	(Craik,	2015;	van	Acker	&	Craik,	1997;	Webber	&	Weller,	2001a,	2001b;	Weller,	2010).	The	pressure	to	operate	in	a	global	market	left	remaining	businesses	with	little	advantage	beyond	that	of	environment	or	the	ability	to	manage	costs	(Webber	&	Weller,	2001a,	p.	347).	Yet	resilience	was	to	emerge,	through	the	survival	(and	subsequent	establishment)	of	a	number	of	smaller,	strongly	design-focussed	fashion	businesses,	which	could	claim	distinctiveness	in	domestic	and	international	markets.	As	elsewhere,	this	presented	an	ideal	opportunity	to	leverage	success,	as	these	reimagined	fashion	design	businesses	became	an	economic	and	politically	championed	industry,	for	the	newly	styled	creative	economies	of	the	1990s	(McRobbie,	1998,	2000;	Ministry	of	Commerce,	1999;	Molloy	&	Larner,	
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2013;	Smith,	2010;	Webber	&	Weller,	2001a).	Despite	bearing	extensive	social	and	personal	costs,	the	fashion	designer	industry	became	a	kind	of	de	facto	creative	community	that	Australians	could	all	share	in	the	success	of,	support	and	enjoy.			
The	development	of	Australian	Fashion	Week	in	response	to	industry	need	It	was	against	this	context	of	decline	that	AFW	began.	As	promotion	for	Frock	
Stars	explained:		 	[Designer]	Wayne	Cooper’s	label	BRAVE	kicked	off	the	first	Australian	Fashion	Week	at	Sydney’s	Fox	Studios	in	1996,	when	just	the	idea	of	Australian	fashion	seemed	brave.	At	the	time	the	local	industry	was	crumbling	in	the	wake	of	lowered	import	tariffs	and	competition	from	Asia.	Australia	was	importing	$1.6	billion	worth	of	clothing	and	exporting	only	$270	million.	Australian	designers	had	few	opportunities	to	showcase	their	collections	and	limited	access	to	overseas	markets	(PHM,	2010,	p.	3).		 	In	what	was	seen	as	an	audacious	plan	('Draft	speech’,	2010),	Simon	Lock,	an	entrepreneur	with	extensive	marketing	and	public	relations	experience	("Biography,"	2013),	spearheaded	the	event	and	built	upon	its	success,	using	as	a	model	the	annual	presentations	of	spring-summer	fashion	collections	in	fashion	cities	around	the	world	(Gilbert,	2011;	Lock,	2013,	2015;	PHM,	2013).	Ostensibly	trade	events	that	showcase	garments	to	fashion	buyers	and	media,	in	reality	fashion	weeks	have	little	wholesaling	function	and	instead	act	to	showcase	the	spectacle	and	designer	vision	of	a	brand	to	industry	insiders,	and	to	generate	media	hype	and	interest	in	the	lead	up	to	garments	being	available	at	retail,	with	wholesale	orders	having	been	placed	weeks	or	months	prior	to	presentation	on	the	catwalk	('Interview',	2010,	p.	5;	Entwistle,	2009,	pp.	133-135;	Lock,	2013;	Meagher,	2001;	Skov,	2006,	pp.	775-776).			The	events	are	also	valued	by	city,	state	and	national	governments	for	their	ability	to	add	a	stylish	and	internationalised	gloss	to	a	city	(Goodrum,	Larner,	&	Molloy,	2004;	Larner,	Molloy,	&	Goodrum,	2007;	Lewis,	Larner,	&	LeHeron,	2008;	Molloy	&	Larner,	2013,	pp.	70-97;	Weller,	2008);	in	a	manner	disassociated	from	the	realites	of	garment	manufacture,	continuing	job	
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insecurity	and	industry	decline	(Bill,	2009;	Craik,	2015;	Molloy	&	Larner,	2013;	Weller,	2010).	Such	appeal	has	had	continued	relevance	for	the	City	of	Sydney	(2017;	Woodbury,	2012,	2015)	and	New	South	Wales	Government	(Stoner,	2013),	for	example,	who	have	provided	ongoing	funding	for	AFW	(Weller,	2008),	with	City	of	Sydney	(2017,	p.	30)	using	the	event	as	an	exemplar	‘Major	commercial	creative	event’	grant	funding	recipient,	for	the	economic,	social	and	cultural	benefits	that	AFW	brings	to	the	City.	A	report	by	Woodbury	(2012)	provides	more	detailed	explication.	That	year,	City	of	Sydney	confirmed	a	three-year	sponsorship	package,	equal	to	$AU100,000	per	annum,	for	AFW.	Against	an	acknowledged	backdrop	of	local	business	decline,	AFW	was	deemed	an	opportunity	to	position	Sydney	as	a	tourist	destination,	“global	city”	and	“fashion	capital”	(p.	6),	in	line	with	the	City’s	strategic	objectives	to	support	international	tourism,	economic	development	and	creative	industries.	Even	though	AFW	was	acknowledged	as	“a	closed-door	event”	(p.	4),	it	was	argued	that	the	presence	of	social	media	and	“courtesy	cars	...	constantly	ferrying	guests	around	the	city”	(p.	4)	would	increase	the	event’s	public	visibility	and	spatial	presence;	which	in	future	could	perhaps	be	complemented	by	public	events,	such	as	stylist	consultations,	backstage	venue	tours	and	repeat,	public	performances	of	catwalk	shows.	At	this	time,	Australia’s	fashion	industry	continued	to	face	declining	retail	sales	and	the	business	closures	of	past	AFW	designers	(Craik,	2015,	pp.	63-64;	Heath,	2013;	Jimenez,	2013;	O'Donnell,	2013).			
From	Australian	Fashion	Week	to	Frock	Stars		Lock’s	plan	for	AFW	was	highly	successful.	In	2005	he	sold	his	business,	Australian	Fashion	Innovators,	to	IMG	(formerly	International	Management	Group)	("Biography,"	2013;	Lock,	2015),	a	company	that	owns	and	promotes	numerous	fashion	weeks	around	the	world	(IMG,	2013).	The	proposal	for	an	exhibition	celebrating	AFW	was	brought	to	PHM	by	representatives	of	IMG	Fashion	(then	a	section	of	IMG)	and	developed	with	their	collaboration	('Interview',	2010,	p.	1).	As	the	MAAS	2009-2010	Annual	Report	explained,	it	was:			
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In	response	to	a	desire	by	Australian	Fashion	Week	organisers	IMG	Fashion	to	commemorate	their	15th	anniversary,	[that]	the	Museum’s	
Frock	stars:	inside	Australian	Fashion	Week	exhibition	was	conceived	and	completed	within	a	short	timeframe	(MAAS,	2010,	p.	20).			This	meant	the	exhibition	was	developed	over	twelve	weeks	(p.	38),	through	responsive	programming,	shaped	by	a	fashion	industry	relationship	and	the	exhibition	impetus.			What	forces	were	at	play	to	stimulate	an	impetus	for	a	fashion	exhibition,	driven	by	a	significant	participant	in	the	Australasian	fashion	industry,	and	about	an	event	key	to	that	industry?	The	exhibition	proved	popular	and	successful,	and	the	subject	worthy.	The	emergence	of	a	design	led	fashion	industry,	borne	following	complex	political,	social	and	industry	upheaval,	it	could	be	argued,	warranted	enquiry	through	exhibition.	It	presented	a	relevant	subject	for	a	museum	with	a	focus	on	design	and	creative	industries,	Australian	histories,	culture	and	lifestyle,	underpinned	by	a	substantial	fashion	collection.	This	was	not	the	first	time	that	PHM	had	collaborated	on	an	industry	led	fashion	exhibition.	An	earlier	collaboration	had	similarly	resulted	in	a	substantial	exhibition,	Fashion	From	Fleece:	200	Years	of	Australian	Wool	in	Fashion	(2007),	with	funds	provided	by	the	woolgrower’s	association	Australian	Wool	Innovation,	to	resource	the	exhibition	and	a	curatorial	collection	project	(‘Letter	of	Agreement’,	2007;	'The	Wool	Collection’,	2006).		
Frock	Stars	also	marked	an	interesting	moment,	as	evidence	of	industry	maturity.	By	2010,	Lock’s	once	precariously	positioned	AFW	had	become	an	established	event,	and	by	then,	other	Australasian	fashion	weeks	ran	in	the	major	cities	of	both	countries	(Webster,	2014;	Weller,	2011,	2015).	AFW	had	also	been	purchased	by	an	international	event	producer.	This	period	of	time	marked	well	over	a	decade	of	newly	emergent	fashion	success	that	proved	the	industry	was	well	established,	even	where	narratives	of	industry	receiverships	and	bankruptcy	countered	against	an	absolute	celebration.	There	was	also	a	likely	and	evident	groundswell	of	public	interest	in	fashion	stories	and	fashion	experiences,	broadly	reflected	in	new	fashion	literature	and	increasing	numbers	
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of	fashion	events,	including	fashion	exhibitions.	Yet	an	exhibition	about	an	industry	event,	funded	by	a	global	fashion	industry	participant,	suggests	something	more:	a	complexity	of	networked	museum	fashion	relationships	that	are	worthy	of	enquiry,	and	potentially	indicative	of	wider	practices	in	museums.			The	complexity	of	PHM’s	engagement	with	the	fashion	industry	reveals	a	tension	inherent	in	the	positioning	of	museums	as	driven	by	a	remit	towards	broad	accessibility,	set	against	the	exclusivity	and	aspirational	ideals	of	the	fashion	industry.	To	a	significant	degree,	the	nature	of	the	fashion	industry	itself	presents	this	tension,	between	qualities	of	the	seasonally	new,	different,	emergent,	aspirational	and	exclusive,	against	a	drive	towards	broad	access	through	emulation,	purchase	or	fashion	media.	The	Frock	Stars	exhibition	itself	presented	this	tension.	This	can	be	revealed	through	the	way	the	exhibition	was	laid	out,	in	a	series	of	fashion	week	areas.		
The	fashion	week	areas	of	Frock	Stars	Timed	to	coincide	with	the	launch	of	AFW	2010	(MAAS,	2010,	p.	55),	Frock	Stars	was	designed	to	take	visitors	“behind	the	scenes”	(PHM,	2013,	¶1)	of	AFW,	offering	a	privileged	view	that	is	usually	only	available	to	industry	insiders	(Evans,	2012;	PHM,	2013).	In	mimicry	of	the	restricted	access	to	a	real	fashion	week	(Entwistle	&	Rocamora,	2006,	p.	739;	Staff	Writer,	2010),	the	exhibition	was	entered	along	a	red	carpeted	corridor,	positioned	beyond	a	velvet	rope	barrier	that	immediately	created	a	transitional	space	and	set	a	scene	of	exclusivity	and	insiderness	[Figure	4.2].	The	corridor	was	lined	with	backlit	text,	listing	roles	of	AFW	participants,	such	as	designers,	model	agents,	models,	set	builders,	sponsors	and	fashion	buyers.	These	symbolic	roles	surrounded	the	
arrivée	as	if	acting	in	support	of	their	appearance.	The	effect	was	further	enhanced	by	the	space	being	filled	with	the	sound	of	clicking	camera	shutters	(Hackett,	2010),	as	if	each	visitor	were	a	celebrity	subject	of	the	fashion	media	or	paparazzi.			
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	Figure	4.2:	The	red	carpeted	entrance	to	Frock	Stars.	Image:	Geoff	Friend,	ãMAAS.			The	transition	took	visitors	into	a	spatialised	re-creation	of	AFW,	with	the	exhibition	divided	into	six	sections:	catwalk,	front	row,	backstage,	VIP	lounge,	workroom	and	designer	studio	[Figure	4.3].	These	sections	depicted	areas	of	AFW	that	are	replicated	in	fashion	weeks	around	the	world	(Entwistle	&	Rocamora,	2006;	Skov,	2006).	Drawing	on	Bourdieu’s	(1993b,	1993c)	field	theory,	Entwistle	and	Rocamora	(2006)	employed	an	empirically	grounded	situational	analysis	to	describe	how	at	London	Fashion	Week	(LFW),	each	of	these	areas	form	an	arrangement	of	space	that	denotes	differing	purposes	and	levels	of	access	for	fashion	industry	participants.	They	identified	and	analysed	how	these	areas	“mapped	out,	quite	literally	in	spatial	terms,	all	the	key	agents	and	institutions	within	the	field	of	fashion”	(p.	736),	such	that	LFW	can	be	understood	to	act	“as	an	embodiment	of	the	wider	field	of	fashion”	(p.	736);	which	by	extension,	reveals	materialities	and	practices	of	the	fashion	industry	as	a	whole.	For	Entwistle	and	Rocamora	these	arrangements	serve	a	primary	function	that	gives	effect	“to	produce,	reproduce	and	legitimate	the	field	of	fashion	and	the	position	of	those	players	within	it”	(p.	736).	While	an	understanding	based	in	Bourdieu’s	approach	is	not	the	intent	of	this	chapter,	
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Entwistle	and	Rocamora’s	work	is	utilised	here	to	develop	a	means	to	examine	how	an	exhibition	that	replicates	access	to	a	fashion	week	may	have	similarly	shaped	the	experience	and	materialisation	of	AFW	for	museum	visitors;	through	replication	of	the	exclusivity	and	insiderness	of	the	AFW	experience,	based	in	the	materialities	and	practices	of	the	fashion	industry,	and	set	against	visitors	own	fashion	knowledges	and	material	identities.	The	following	section	looks	briefly	at	the	six	areas	of	Frock	Stars,	beginning	with	the	catwalk.	
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	Figure	4.3:	Exhibition	map	showing	the	six	areas	of	Frock	Stars.	Image:	ãMAAS.					
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1.	Catwalk		Having	passed	beyond	the	velvet	rope	barrier	and	made	their	way	through	the	red	carpeted	corridor,	visitors	entering	Frock	Stars	proceeded	alongside	an	elevated	catwalk,	where	fifteen	dressed	mannequins	provided	“a	chronology	of	15	key	Australian	Fashion	Week	outfits”	(PHM,	2010,	p.	1),	each	representing	a	year	from	1996	to	2010.	The	catwalk	used	authentic	catwalk	flooring	and	ran	“the	length	of	the	gallery	to	create	a	runway	of	comparable	distance”	(MAAS,	2010,	p.	38)	to	a	real	AFW	catwalk.	Garments	were	set	near	projected	video	footage	of	past	AFW	catwalk	shows,	with	sound	and	the	movement	in	videos	used	to	recreate	a	stage-side	experience	[Figure	4.1].	The	catwalk	was	separated	from	visitors	by	a	barrier	of	low	display	cases	containing	coveted	fashion	week	ephemera,	such	as	goody	bag	contents	and	event	invitations,	available	exclusively	to	fashion	week	attendees	(Entwistle	&	Rocamora,	2006,	pp.	738,	741;	Lock,	2015)	[Figure	4.4].	Nearby,	AFW	delegate	passes	in	a	lit	wall	case	indicated	the	necessary	means	to	gain	access	to	this	area	(Entwistle	&	Rocamora,	2006,	pp.	739-740)	[Figure	4.1,	far	right].	While	the	area	differed	from	the	experience	of	a	real	catwalk	show	in	the	absence	of	physically	embodied	movement	and	through	its	presentation	of	a	variety	of	garments	not	concentrated	on	a	single	fashion	moment,	individual	designer	or	collection	(Skov,	Skjold,	Moeran,	Larsen,	&	Csaba,	2009),	the	choice	of	floor	covering,	music,	lighting	and	length	of	catwalk	were	all	designed	to	recreate	an	immersive	and	engaging	atmosphere	redolent	of	AFW	(MAAS,	2010,	p.	38),	within	the	constraints	of	exhibition	technologies.	Together	these	suggested	a	close	immediacy	of	firsthand	experience	of	garments	and	fashion	objects	usually	only	accessed	stage-side,	while	providing	temporal	coverage	that	outlined	the	development	of	AFW	as	a	significant	annual	industry	event.			
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	Figure	4.4:	Fashion	week	ephemera	alongside	Frock	Stars	catwalk.	Image:	Geoff	Friend,	ãMAAS.			
2.	Front	row	At	the	end	of	the	catwalk,	in	the	area	known	as	front	row,	visitors	could	sit	facing	towards	and	across	projected	videos	from	past	AFW	catwalk	shows,	while	listening	through	headphones	to	audio	commentaries	from	AFW	attendees,	fashion	buyers	and	media	commentators,	about	the	importance	of	being	seated	near	the	catwalk	and	how	they	had	found	the	experience	[Figure	4.5].	At	AFW,	as	with	fashion	weeks	elsewhere,	the	positioning	of	celebrities,	media,	sponsors	and	buyers	plays	a	significant	part	in	event	planning	(Lock,	2015);	and	acts	to	further	consolidate	and	reproduce	the	relative	positions	of	industry	insiders	(Entwistle	&	Rocamora,	2006,	pp.	741-748).	As	the	exhibition	didactics	proclaimed:		
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Front	row	seats	are	reserved	for	those	whose	verdict	matters	the	most:	the	buyers	with	the	most	money	and	the	fashion	writers	with	the	most	influence.	Also	...	key	sponsors	and	the	celebrities	who	act	as	media	magnets	('Fashion	from',	2010,	¶2).			By	being	able	to	sit	alongside	the	Frock	Stars	catwalk	and	hear	the	recorded	voices	of	real	fashion	week	participants,	visitors	gained	an	intimate	sense	of	the	front	row	experience	through	their	own	imagined	positioning.		
	Figure	4.5:	The	front	row	area	of	Frock	Stars.	Image:	Geoff	Friend,	ãMAAS.			
3.	Backstage	In	the	backstage	area,	unlined	walls	augmented	the	behind-the-scenes	workspace	aesthetic.	Here,	visitors	could	imagine	participation	in	the	AFW	event	production,	through	simulated	activities	and	fashion	objects.	Alongside	audio	from	an	AFW	event	producer	explaining	the	intricacies	of	mounting	a	catwalk	show,	specially	created	non-collection	prop	garments	were	hung	on	racks	labelled	with	famous	model’s	names	or	worn	by	mannequins	positioned	as	if	awaiting	their	cue	to	step	on	stage	(‘Frock	Stars	Exhibition	Styling’,	2010;	‘Frock	Stars	Props’,	2010;	‘Frockstars	Proposal’,	2010)[Figure	4.6].		
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	Figure	4.6:	Part	of	the	backstage	area	of	Frock	Stars.	Image:	Geoff	Friend,	ãMAAS.			Also	backstage,	were	makeup	and	hairdressing	stands	that	gave	visitors	an	opportunity	to	role-play	participation	in	AFW,	through	interactive	virtual	reality	makeup	and	hairdressing	tools.2	By	pointing	a	brightly	coloured	prop	hairdryer,	curling	tong,	hairspray	can,	lipstick	or	makeup	brush	at	an	interactive	screen	showing	video	of	a	model	being	prepared	for	the	catwalk,	the	visitor	could	virtually	apply	makeup	or	style	the	model’s	hair	and	see	the	result	on	the	screen	before	them	(‘Interactives’,	2010;	Gustafsson,	2011b;	Karluk,	2010)	[Figure	4.7].		
																																																								2	For	video	of	this	interactive,	see	Karluk	(2010). 
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	Figure	4.7:	Interactive	mirrors	in	the	backstage	area	of	Frock	Stars.	Image:	Geoff	Friend,	ãMAAS.				
4.	VIP	lounge	Celebrities	are	an	important	feature	of	fashions	weeks,	as	they	draw	media	attention	and	provide	a	sense	of	gloss	to	the	event	(Lock,	2015).	Therefore	one	of	the	most	exclusive	and	difficult-to-access	areas	at	a	fashion	week	is	the	backstage	VIP	lounge	or	private	after-show	party	(Entwistle	&	Rocamora,	2006,	p.	741).	In	Frock	Stars,	visitors	were	brought	into	simulated	close	proximity	to	celebrities,	in	a	VIP	lounge	area	displaying	a	sound	system	and	AFW	sponsor’s	wine,	near	framed	photographs	of	celebrities.	Interactivity	was	made	possible	through	a	specially	created	‘Be	a	Fashionista	Table’,	described	by	its	creator,	user	experience	designer	Krister	Gustafsson	(2010),	as:			 Designed	to	uncover	the	experience	of	being	a	celebrity	at	an	exclusive	VIP	party	of	a	fashion	show	by	actually	getting	visitors	to	role-play	being	a	celebrity	(¶2).			Through	the	use	of	cameras	and	a	touch	screen,	visitors	could	photograph	themselves	or	their	fashion	accessories	against	a	digitally	projected	backdrop	of	well-known	celebrities,	as	if	together	in	the	room.	The	resulting	images,	with	captions	added	by	the	visitor,	could	then	be	posted	to	the	pages	of	a	virtual	
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magazine,	where	for	a	few	hours	the	image	was	preserved	and	displayed	(Gustafsson,	2010,	2011a)	[Figure	4.8].			
	Figure	4.8:	The	Be	a	Fashionista	Table	in	Frock	Stars.	Image:	Geoff	Friend,	ãMAAS.				
5.	Designer	studio	Normally	less	apparent	at	fashion	weeks	is	the	performative	labour	involved	in	designing	and	making	clothes,	as	this	is	carefully	hidden	through	spatial	structuring	in	an	effort	to	“preserve	the	illusion	of	fashion	as	art,	the	product	of	individual	genius”	(Entwistle	&	Rocamora,	2006,	p.	746).	It	is	therefore	notable	that	Frock	Stars	included	a	recreation	of	fashion	designer	Nicola	Finetti’s	studio,	so	providing	a	glimpse	of	the	creative	process	and	means	of	inspiration	informing	his	work,	designs	and	ideas.	Near	a	video	interview	with	Finetti,	the	walls	and	tables	of	the	recreated	studio	were	adorned	with	design	sketches,	visual	clippings,	inspirational	objects	and	rows	of	prop	folders	labelled	‘Ideas’.	
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These	sat	alongside	cardboard	patterns,	unfinished	samples	or	toiles,	bolts	of	cloth,	tools	and	haberdashery	items	that	provide	the	means	to	realise	the	designer’s	inspiration	(MAAS,	2010,	p.	38)	[Figure	4.9].			
	Figure	4.9:	A	recreation	of	fashion	designer	Nicola	Finetti’s	studio	in	Frock	Stars.	Image:	Geoff	Friend,	ãMAAS.				
6.	Workroom	While	the	actual	work	of	manufacture	was	not	made	visible	in	Frock	Stars,	an	area	near	the	designer	studio,	called	the	workroom,	allowed	visitors	to	create	their	own	fashion	designs	using	fabric	collage	pasted	onto	paper	doll	silhouettes.	Finished	creations	could	then	be	displayed	and	paraded	along	a	brightly	lit	miniature	catwalk	[Figure	4.10].	The	fabrics	and	components	in	this	area	were	based	on	an	activity	developed	by	Queensland	Gallery	of	Modern	Art	(GOMA),	Brisbane,	in	collaboration	with	Brisbane-based	fashion	design	company	Easton	Pearson,	using	fabric	prints	of	their	design.	This	provided	visitors	with	an	opportunity	to	design	and	create	their	own	fashions.		
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	Figure	4.10:	Workroom	area	of	Frock	Stars.	Image:	Geoff	Friend,	ãMAAS.				
Materialities	and	practices	in	Frock	Stars		The	extensive	use	of	props	and	interactive	displays	was	a	purposeful	part	of	
Frock	Stars	exhibition	planning	and	design	(MAAS,	2010,	p.	38).	Some	activities,	such	as	the	paper	dolls	or	the	hairdressing	and	makeup	stands,	explicitly	encouraged	experience	of	the	materialities	and	practices	of	AFW,	through	instructional	didactics	that	outlined	the	interactive	process	[Figure	4.10].	Less	explicit	was	the	use	of	prop	garments,	design	samples	and	toiles	in	the	backstage	and	workroom	areas.	Hung	from	secured	hangers	on	clothing	racks,	these	props	and	garments	could	not	be	removed	but	were	displayed	without	barriers,	so	could	potentially	be	handled.	Whether	visitors	engaged	with	the	exhibition	in	this	way	is	unclear,	but	for	Frock	Stars	curator	Glynis	Jones,	these	aspects	of	the	exhibition	were	intentional:		 We	have	tried	to	make	it	interactive	...	you	actually	go	into	a	recreation	of	designer	Nicola	Finetti’s	studio.	We	went	into	Nicola’s	studio	to	take	photographs,	and	he	allowed	us	to	take	away	a	whole	lot	of	things	like	patterns	and	samples	–	and	these	are	actually	on	open	display,	so	people	can	browse	through	them	and	touch	them.			
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Museums	don’t	generally	allow	people	to	handle	things,	but	we	wanted	to	gather	some	things	specifically	as	props	–	because	people	do	want	to	feel	things	and	look	at	them	closely	(quoted	in	Atkins,	2013,	¶12-13).			The	fashion	week	areas	and	interactive	components	were	an	important	means	through	which	Frock	Stars	was	experienced.	They	made	a	tangible	connection	to	the	materialities	and	practices	of	the	fashion	industry	and	were	significant	to	how	the	microcosm	of	AFW	was	assembled.	They	also	helped	distinguish	stage-side	and	backstage	areas.			While	at	a	real	fashion	week,	attendees	seated	stage-side	are	an	important	part	of	the	fashion	week	spectacle,	this	presence	does	not	extend	to	physical	engagement	with	garments	displayed	on	the	bodies	of	models	on	the	catwalk,	which	are	governed	by	haptic,	if	not	entirely	physical,	distance.	In	Frock	Stars,	garments	displayed	on	mannequins	were	set	back	upon	a	deep,	elevated	display	area	and	separated	from	visitors	by	the	long	display	cases	containing	AFW	ephemera.	While	visitors	could	observe	the	technologies	of	a	catwalk	at	a	similar	distance	to	a	front	row	environment,	they	were	not	fully	part	of	a	stage-side	AFW	experience.	There	was	no	seating	or	crowd	of	fashionable	attendees	to	mingle	with.	In	this	area,	visitors’	presence	was	more	in	the	nature	of	observer	than	central	to	the	spectacle.	Where	they	could	take	a	seat	alongside	fashion	industry	participants	was	at	the	end	of	the	catwalk	in	the	front	row	area,	opposite	the	AFW	delegate	passes,	while	listening	to	the	commentary	of	AFW	attendees.			In	the	backstage,	design	and	workroom	areas,	the	exhibition	became	a	more	hands-on	experience.	Here,	collection	items	were	replaced	with	ephemeral	props,	such	as	toiles,	garments	made	from	recycled	materials,	or	imitation	hair	and	makeup	objects,	similar	to	toys.	The	Day-Glo	coloured,	larger-than-life	sized	hairdressing	and	makeup	tools	presented	a	mixture	of	real	and	virtual	objects.	While	very	engaging,	less	messy,	and	an	innovative	showcase	for	new	and	emerging	digital	technologies	(MAAS,	2010,	pp.	37-38),	the	need	for	most	visitors	to	role-play	the	application	of	makeup	or	hairstyling	would	have	been	somewhat	redundant.	Even	for	visitors	who	chose	not	to	use	such	tools	or	
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products	personally,	it	is	likely	that	most	would	be	familiar	with	their	use.	Yet	as	adult	learning	specialist	Robin	Grenier	(2010)	explains,	in	the	museum	setting	adult	role-play	and	fantasy	can	be	a	path	to	create	meaning	as	it	can:		Afford	visitors	the	chance	to	question	their	existing	identities	and	combine	doing	and	learning,	thus	offering	opportunities	to	try	out,	through	a	situated	and	embodied	way,	new	identities	that	link	the	real	world	and	the	virtual	world	(p.	81).			Like	the	Be	a	Fashionista	Table	that	allowed	visitors	to	role-play	being	a	celebrity,	such	participatory	practices	are	common	in	museums	with	resources	to	implement	them.	In	Frock	Stars,	similar	experiences	were	also	available	through	the	immersive	recreation	of	Finetti’s	design	studio	and	by	dressing	the	paper	dolls,	as	well	as	listening	to	audio	in	the	front	row	area,	or	experiencing	the	length,	technologies	and	haptic	distance	of	the	catwalk.	Together,	these	areas	provided	opportunities	for	visitors	to	explore	their	own	fashion	knowledges	and	material	identities	by	combining	doing,	listening	and	learning,	shaped	by	the	simulated	experience	of	the	materialities	and	practices	of	AFW.			While	each	of	these	areas	was	interactive,	more	significant	was	how	the	visitor	was	positioned	as	an	informed	participant	and	observer	of	fashion,	and	the	fashion	week	event.	Despite	opportunities	for	role-play	and	immersion,	there	remained	a	clear	separation	between	the	visitor	as	role-play	participant	in	the	exclusive	setting	of	AFW,	and	the	ability	to	realise	their	own	fashion	knowledges	and	material	identities	as	independent	observer	and	user	of	fashion,	informed	by	and	informing	the	exhibition	experience.	How	then,	were	Frock	Stars’	visitors	positioned	as	active	participants	in	fashion?		
Active	participants	in	fashion	A	substantial	objective	of	fashion	weeks	is	to	maintain	a	clear	separation	between	the	end	user	and	staged	spectacle	of	fashion,	through	an	exclusive	event	that	is	primarily	aimed	at	fashion	industry	insiders	(Entwistle	&	Rocamora,	2006).	Reflecting	these	objectives	underpinned	Frock	Stars	impetus.	This	presented	a	tension	in	an	exhibition	about	a	specialised	event	for	the	fashion	industry,	as	ultimately	profits	are	the	cornerstone	of	all	fashion	
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businesses,	which	means	that	the	same	people	who	attend	fashion	exhibitions	are	significant	to	the	success	of	that	industry	as	end	users	and	participants	in	that	industry.			This	complexity	is	revealed	when	fashion	weeks	are	understood	as	one	part	of	a	chain	of	fashion	knowledges	extending	from	designers	and	manufacturers,	through	buyers,	media	and	local	fashion	practices,	to	proprietary	fashion	in	exclusive	or	mass	markets,	and	ultimately	to	fashion	wearers	(Entwistle,	2009;	Weller,	2007,	2008).	At	each	point	of	a	fashion	knowledge	and	supply	chain	qualifications	are	made	about	the	likely	success	of	garments	at	retail	(Entwistle,	2009,	2015).	These	are	by	no	means	certain	outcomes,	as	evidenced	by	Australian	fashion	wearers	rejection	of	supposedly	fashionable	colours	(Weller,	2007,	p.	50),	or	the	presence	of	garments	on	sales	racks	attests	(Entwistle,	2015,	p.	274).	Yet	in	Frock	Stars,	this	central	place	for	visitors	was	little	revealed.			In	part,	this	reflects	the	nature	of	fashion	weeks,	where	due	to	inherent	exclusivity,	it	could	be	difficult	to	locate	the	purpose	of	a	fashion	week,	beyond	generating	knowledge	about	the	event	phenomenon	itself.	Weller	(2008)	has	theorised	how	at	AFW,	flows	of	fashion	knowledges	are	centered	primarily	on	fashion	garments	“by	promoting	the	status	and	recognition	of	their	designers”	(p.	112).	The	event	also	adds	fashion	knowledges	and	value	by	marketing	garments	as	fashionable	design	objects	and	through	promotion	of	fashionable	lifestyles,	such	that	“AFW	promotes	an	Australian	fashion	identity	based	around	
avant-garde	design”	(p.	113)	and	“luxury	consumption	only	peripherally	related	to	fashion”	(p.	115).	Frock	Stars	supported	these	practices	by	promoting	the	importance	of	select	designers,	and	through	sponsor	and	product	placement,	such	as	the	wine	displayed	in	the	VIP	area.	Weller	also	observes	how	AFW	helps	to	commodify	images	of	fashion.	This	feature	of	fashion	weeks	is	significantly	reflected	in	financial	data,	which	has	shown	a	privileging	of	media	consumption	over	the	sale	of	garments	attributable	to	AFW	(Meagher,	2001).	Similarly,	Frock	
Stars	can	be	understood	to	have	reproduced	these	attributes	through	the	replication	of	both	real	images	and	imagined	experiences	of	AFW.	Weller	further	identifies	place	marketing,	where	cities	are	inserted	into	global	
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networks	through	promotion	and	perception	as	world	fashion	cities,	as	an	attribute	of	AFW.	This	was	demonstrated	in	Frock	Stars	through	introductory	text,	such	as	Lock’s	“ambitious	plan	of	placing	Sydney	on	the	global	fashion	map”	(‘Room	titles’,	2010;	PHM,	2013,	¶4),	through	photographs	of	international	celebrities	attending	AFW,	and	at	invitation-only	media	events	that	cited	these	ambitions	('Draft	speech’,	2010).			Frock	Stars’	fashion	participants	One	purpose	of	Frock	Stars	was	to	demonstrate	the	enormous	variety	of	roles	that	support	AFW.	This	was	given	visible	form	in	the	list	of	AFW	participants	that	surrounded	visitors	at	the	exhibition	entry,	and	through	a	central	display	of	a	large	organisational	mind	map	that	graphically	located	various	roles	in	relation	to	AFW	[Figure	4.11].	Just	as	the	exhibition	could	be	understood	as	a	microcosm	of	AFW,	through	its	assemblage	of	actors,	such	as	fashion	objects,	interactives,	designers,	contractors,	staff	and	external	partners,	the	mind	map	similarly	served	to	highlight	the	range	of	human	actors	assembled	through	AFW.	The	mind	map	offered	a	simplified	view	of	the	complexity	of	AFW	from	a	production	and	event	management	perspective	and	reflected	a	conceptual	framework	that	located	IMG	centrally	as	the	event	manager	and	owner	of	AFW	(then	called	Rosemount	AFW).	It	included	a	range	of	onsite	and	offsite	actors,	such	as	hotel	staff,	travel	agents	and	fabric	merchants,	connected	to	the	event	through	onsite	participants,	such	as	event	producers	and	fashion	designers.	What	was	not	revealed	was	AFW’s	relationship	to	PHM	and	visitors.	The	role	of	fashion	wearers	as	participants	was	made	invisible	in	the	mind	map.	Equally	absent	was	the	role	of	PHM,	and	by	extension,	the	museum	visitor.	This	was	despite	the	exhibition	being	mounted	in	close	conjunction	with	the	event	organisers	and	timed	to	coincide	with	their	AFW.	The	non-disclosure	of	the	museum	as	an	active	participant	in	the	making	of	fashion	exhibitions,	has	been	criticised	elsewhere	as	inconsistent	with	contemporary	museological	practice	(Goodrum,	2004;	Gray,	2009a,	p.	538).	Given	a	framework	of	exclusivity	and	the	absence	of	a	role	in	AFW,	how	could	visitors	secure	their	place	in	Frock	Stars?			
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	Figure	4.11:	The	organisational	mind	map	of	AFW,	displayed	in	Frock	Stars.	Image:	ãMAAS.				
Conclusion:	engaging	exclusivity	and	knowingness	
Frock	Stars	was	designed	to	engage	the	visitor	in	a	participatory	sense	of	exclusivity	and	insider	knowledge	about	AFW.	This	was	cultivated	through	publicity	around	the	exhibition,	using	terms	such	as	“behind	the	scenes”	(PHM,	2013,	¶1),	through	limited	access	to	exhibition-associated	events	('See	the	catwalk’,	2010),	and	through	exhibition	devices,	such	as	the	velvet	roped	entry	area	or	invitation	to	role-play	being	a	celebrity.	This	made	for	an	uneasy	pairing	in	Frocks	Stars,	as	exclusivity	is	a	difficult	value	to	align	with	contemporary	museum	practice,	which	seeks	to	engage	audiences	in	open	and	equitable	ways.	Museums	today	are	places	that	seek	to	share	knowledge	and	enable	the	recognition	and	sharing	of	knowledge	by	visitors.	Frock	Stars	was	commendable	
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in	making	exclusive	knowledge	accessible	about	an	otherwise	closed-door	event	but	a	great	deal	of	knowledge	was	positioned	as	being	industry	or	insider	knowledge	that	visitors	could	only	access	as	outsiders.		Fashion	weeks	can	be	understood	to	act	as	concentrated	“knowledge	communities”	(Weller,	2008,	p.	115),	where	knowledge	is	built	and	shared	among	participants.	Much	of	this	is	tacit	knowledge,	understood	or	implied	without	being	stated	(Entwistle,	2009,	pp.	129-148),	which	places	fashion	weeks	as	a	‘community	of	practice’	that	brings	together	a	group	of	people	in	a	collective	enterprise	within	a	structural	context	(Smith,	2003;	Weller,	2007,	2008;	Wenger,	1999).	In	a	community	of	practice,	participants	employ	a	variety	of	means	to	identify	others	who	belong	and	those	outside	their	interests.	Thus,	Entwistle	and	Rocamora	(2006)	identify	fashion	weeks	as	an	important	means	“of	reproducing	the	identities	of	those	within	and	serving	to	legitimate	their	positions	through	the	ways	in	which	they	appear	as	insiders”	(p.	742,	emphasis	in	original).	By	inviting	museum	visitors	to	engage	with	these	identities	but	only	in	the	role	of	outsiders,	it	could	be	argued	that	what	was	engaged	were	not	so	much	fashion	knowledges,	as	a	sense	of	‘fashion	knowingness’:	the	suggestion	that	the	knowledges	shared	about	the	event	were	privileged	or	known	to	only	a	few	people,	and	that	visitors,	while	gaining	a	simulated	experience,	remained	outside	being	valued	participants	in	the	purpose	of	AFW,	rather	than	possessing	fashion	knowledges	and	material	identities	central	to	the	event’s	purpose.			The	exclusion	of	the	role	of	visitors	in	the	wider	assemblage	of	fashion	meant	that	visitors	were	forced	to	claim	their	identity	position	through	other	means	in	the	exhibition.	Krister	Gustafsson	(2010),	the	designer	of	the	Be	a	Fashionista	Table,	observed	this	spirit	of	independence,	for	example,	when:		 One	day,	as	I	was	‘flipping’	the	pages	of	the	mock	fashion	magazine	on	the	screen	to	see	the	photos	people	had	captured,	I	came	across	an	astonishing	set	of	images.	A	pair	of	newly	graduated	university	students	had	used	one	of	the	cameras	to	record	an	important	moment	in	both	their	lives,	their	graduation	in	fact.	They	did	this	through	displaying	a	photo	of	their	iPhone	which	displayed	a	photo	they	had	previously	taken	of	themselves	holding	their	graduation	certificates	together	(¶4).			
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These	visitors	chose	to	portray	themselves	as	educated	graduates	rather	than	celebrities.	Others	claimed	their	position	in	a	small	backstage	area	of	the	exhibition	where	visitors	were	asked	to	leave	their	thoughts	in	response	to	three	statements	on	the	wall	relating	to	fashion	sustainability,	model	size	and	copyright.	Selected	responses	were	then	displayed	under	glass	for	others	to	read.	Although	many	visitors	chose	to	make	general	comments	about	fashion	or	the	exhibition	(Glynis	Jones,	Frock	Stars	curator,	personal	communication,	6	November	2013),	of	the	more	thoughtful	responses,	visitors	overwhelmingly	chose	to	write	about	body	image,	ideals	of	beauty,	ageing	and	personal	style.	Of	91	cards	retained	on	file	at	PHM,	typical	responses	included:			
We	want	curves	and	hips	and	flesh	and	attitude!!	Not	boring	stick	thin,	
androgynous	models.	
	
I	have	two	daughters.	How	do	I	explain	fashion,	art,	thin	girls	and	how	it	
relates	to	their	daily	life.	Mum!	
	
45%	of	the	voting	population	are	>50.	Where	are	some	great	clothes	for	
them?	
	
There	should	be	a	fashion	week	for	the	older	woman.	
	
I	question	the	obsession	with	fashion	that	events	like	this	are	designed	to	
idolise,	when	so	many	are	sick,	hungry	and	dying	for	lack	of	clean	water	
elsewhere.	
	
The	clothes	are	beautiful.	They	are	art.	They	are	created	with	the	designers	
blood,	sweat	and	tears.	They	don’t	come	in	my	size.	Fashion	is	for	the	thin	
and	right	now	I	feel	ugly	(‘Visitor	response	cards’,	2010).			In	their	response	to	the	exhibition,	these	visitors	chose	to	position	themselves	as	embodied,	political,	and	knowledgeable	fashion	participants,	who	had	first-hand	knowledge	to	share	and	brought	with	them	meaning	and	fashion	knowledges	gained	from	outside	the	exhibition,	clearly	using	that	to	articulate	personal	views	and	how	the	exhibition	made	them	feel	in	relation	to	their	material	identities.			
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What	was	enabled	or	revealed	was	the	active	role	that	fashion	plays	in	the	lives	of	exhibition	visitors.	This	area	of	Frock	Stars	gave	visitors	the	opportunity	to	establish	themselves	in	relation	to	AFW,	as	more	than	witness	to	an	event	or	exhibition	designed	to	communicate	a	sense	of	exclusivity	and	knowingness.	Instead,	visitors	claimed	the	role	of	fashion	wearers	and	fashion	industry	participants,	through	their	own	fashion	knowledges	and	material	identities,	and	as	members	of	a	fashion	assemblage	representing	a	far	vaster	fashion	community	than	that	represented	in	Frock	Stars.	How	the	fashion	spaces	of	museums	enable	the	co-creation	of	fashion	knowledges	and	material	identities	is	the	focus	of	the	next	chapter.							
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Chapter	5:	Museums	as	Fashion	Spaces	 				This	chapter	looks	at	how	museums	are	fashion	spaces.	To	understand	fashion	in	museums,	space	is	important.	It	provides	a	means	to	compare	and	locate	museums	as	fashion	spaces,	in	which	fashion	knowledges	and	material	identities	are	assembled.	It	helps	to	place	the	site	of	action	and	provides	opportunity	for	comparison	with	other	known	sites	of	fashion,	which	have	been	understood	to	share	characteristics	with	museums	or,	which	offer	opportunities	to	better	understand	how	museum	materialities	and	practices	manifest	similarly	spatial	attributes.		Siting	museums	as	fashion	spaces	is	important	for	context.	As	Latour	(2007)	has	suggested,	in	order	to	account	for	how	global	contexts	exist	within	local	sites,	and	how	local	sites	overflow	with	elements	connected	to	much	wider	contexts,	it	is	vital	that:			 We	should	follow	the	suggestion	that	interactions	are	overflowed	by	many	ingredients	already	in	place	that	come	from	other	times,	other	spaces	and	other	agents;	yes,	we	should	accept	the	idea	of	moving	away	to	some	other	sites	in	order	to	find	the	sources	of	those	many	ingredients	(p.	171).			Over	the	following	chapters	these	local	and	global	contexts	are	linked	together	around	the	proposition	that,	through	exhibitions,	such	as	Frock	Stars,	museums	can	be	understood	as	fashion	spaces	located	within	wider	fashion	networks,	which	through	translation	practices,	are	engaged	in	assembling	fashion	knowledges	and	material	identities	through	a	range	of	museum	materialities	and	practices.	This	chapter	first	briefly	returns	to	Frock	Stars,	as	a	starting	point	from	which	to	identify	how	a	range	of	fashion	spaces	are	networked	with	museums.			
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Revisiting	Frock	Stars’	fashion	spaces			In	the	previous	chapter’s	case	study	of	Frock	Stars,	six	key	fashion	spaces	were	located	in	relation	to	AFW	that	are	reflective	of	its	fashion	week	counterparts	internationally	(Entwistle	&	Rocamora,	2006;	Skov,	2006;	Weller,	2008).	These	included	the	fashion	week	microsites	of	catwalk,	front	row,	backstage	and	VIP	lounge,	and	spaces	of	production,	such	as	designer	studios	and	workrooms.	Other	spaces,	alluded	to	in	the	discussion,	included	the	velvet	roped,	red	carpeted	entry	area	that	set	the	exclusive	tone	of	restricted	access;	and	the	City	of	Sydney,	through	the	distribution	of	AFW	participants	being	ferried	about	the	city,	indicating	the	way	in	which	this	helped	to	spatialise	and	situate	Sydney	as	a	world	fashion	city.	Less	attended	to,	were	other	tangible	and	virtual	fashion	locations	that	share	spatial	characteristics,	such	as	retail	outlets,	online	retail	sites,	dressing	spaces	or	wardrobes.			Many	of	the	roles	in	the	exhibition’s	organisational	mind	map	had	spatial	attributes.	These	indicated	tasks	that	defined	space,	such	as	set	or	tent	building;	and	people	who	managed	space,	including	traffic	managers,	choreographers,	showroom	or	front	of	house	managers.	Other	roles	were	defined	by	the	space	they	occupied,	such	as	occupants	of	the	media	pit	or	picture	desks.	Some	showed	how	space	expanded	around	AFW,	through	the	roles	of	travel	agents,	taxi	and	limousine	drivers,	or	the	administration	category	of	‘IMG	Fashion	global	team	and	offices’	[Figure	4.11].	Several	roles	indicated	virtual	fashion	spaces,	such	as	the	AFW	website,	Facebook	page,	print,	online	and	social	media.	Others	stood	in	for	fashion	spaces,	such	as	the	look	books,	small	catalogues	of	seasonal	collections,	which	Sommerlund	(2008)	has	described	as	a	“portable	show-room”	(p.	171).		
	The	Frock	Stars	exhibition	itself,	and	the	museum	that	it	was	housed	within,	also	became	fashion	spaces	for	the	duration	of	the	exhibition	and	well	beyond	that	period,	through	online	microsites	and	blogs,	collection	storage	areas	and	exhibition	touring.	These	spaces	also	extended	the	materialities	and	practices	of	AFW,	and	the	potential	to	engage	the	fashion	knowledges	and	material	identities	of	new	participants	in	the	wider	network	of	AFW.	
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	But	perhaps	the	most	powerful	means	to	spatialise	fashion	weeks,	and	their	consequent	depiction	in	Frock	Stars,	were	materialities	and	practices	that	defined	these	events	as	communities	of	practice	or	knowledge	communities	with	limited	and	exclusive	access.	In	this	way,	both	fashion	weeks	and	Frock	
Stars	could	be	described	as	fashion	knowledge	spaces,	where	–	much	like	museums	and	exhibitions	generally	–	knowledge	is	replicated,	articulated	or	mediated	through	exhibitionary	practices	(Bennett,	1995;	Henning,	2007).	That	identity	was	central	to	the	materialities	and	practices	of	these	fashion	knowledge	spaces	is	also	of	significance,	as	was	made	powerfully	evident	through	the	Frock	Stars	visitor	response	cards,	which	demonstrated	how	visitors	chose	to	position	themselves	as	knowledgeable	fashion	participants,	through	circulation	back	to	their	own	embodied	and	located	fashion	knowledges	and	material	identities.			In	taking	Frock	Stars	as	a	starting	point,	this	chapter	builds	on	understandings	of	nineteenth	century	museums	as	ocular	and	embodied	cultural	spaces,	to	consider	a	brief	history	of	museums	as	fashion	spaces,	and	to	locate	museums	as	one	of	many	fashion	spaces	in	the	present.	By	examining	and	contrasting	a	range	of	fashion	spaces	it	is	intended	to	reveal	how	the	materialities	and	practices	of	fashion	spaces	animate	and	mediate	fashion	knowledges	and	material	identities,	so	helping	to	locate	networked	fashion	knowledges	within	the	space	of	museums.			
Spaces	of	fashion	and	fashion	spaces		The	idea	of	fashion	spaces	has	been	shaped	by	a	range	of	research	approaches.	For	example,	customary	and	fashionable	clothing	have	long	been	spatialised	geographically,	centered	on	distinct	placed-based	attributes	of	fashion	(Taylor,	2004,	pp.	4-43),	often	credited	to	the	materialisation	of	place-based	fashion	identities	(Berry,	2013;	Cramer,	2017a;	Hauge,	Malmberg,	&	Power,	2009;	Melchior,	2010;	Perry,	2014;	Walker,	2014).	Thinking	of	fashion	spatially	at	other	than	inter-country	or	inter-regional	levels	has	provided	a	rich	dimension	for	researchers,	through	a	focus	on	spaces	of	fashion	as	sites	for	dressing,	
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consumption,	production,	architecture	and	world	fashion	cities	(Breward	&	Gilbert,	2006;	Crewe,	2010;	Gilbert,	2000;	Hauge,	et	al.,	2009;	Weller,	2007;	S.	Woodward,	2007).			In	2009,	fashion	and	design	historian	John	Potvin	(2009b),	edited	a	volume	titled	The	places	and	spaces	of	fashion:	1800-2007.	In	his	introduction,	Potvin	(2009a)	suggested	that	a	tension	lay	between	the	conception	of	space	as	being	fixed	and	unchanging,	when	set	against	fashion’s	ephemerality.	While	he	located	place	“as	a	topographic	point,	a	particular	position,	a	location”	(p.	5),	space	was	conceived	less	concretely,	“as	a	continuous	area	or	expanse	which	is	free	or	unoccupied	or	where	things	are	to	be	located”	(p.	5).	Potvin’s	fashion	spaces	share	features	with	others	conceptions	of	space,	as	being	culturally	produced	through	lived	action	and	expression	(Lefebvre,	1991),	made	through	objects,	performed	and	embodied	(Thrift,	1996).	One	way	in	which	this	seemingly	unstructured	conception	of	space	can	be	given	form,	and	gives	form,	is	through	its	intersections	with	fashion	objects	and	fashioned	subjects.			Thus,	Potvin	(2009a)	invites	consideration	of	how	the	materiality	and	experience	of	fashion	is	shaped	by	its	environments,	and	how	“conversely,	fashion	enhances	the	identity,	worth,	pleasure	and	currency	of	certain	spaces	and	places”	(p.	2).	Potvin	locates	the	experience	of	fashion	spatially,	citing	the	capacity	for	fashion’s	affective	qualities	to	shape	spaces:	from	shaping	cities	through	fashion	retail	or	fashion	billboards;	to	virtual	platforms,	such	as	fashion	websites;	to	the	use	of	museums	and	galleries	as	fashion	spaces	that	“define	meaning	and	knowledge”	(p.	13).	In	this	way,	Potvin	(2009a)	makes	a	claim	for	consideration	of	how	both	fashion	and	space	intersect	and	impact	each	other.	His	propositions	share	features	with	Lefebvre’s	(1991)	seminal	work,	which	saw	spaces	as	being	socially	constructed	and	located	in	wider	networks,	but	always	existing	in	relation	to,	and	proceeding	from,	the	order	of	the	body	(pp.	401-405).	That	the	measure	of	fashion	is	the	dressed	body,	only	adds	to	the	circular	import	of	fashion	in	mediating	spaces	and	conversely,	of	spaces	shaping	experience	of	fashion,	and	through	these	spatial	materialities	and	practices,	the	making	of	fashion	knowledges	and	material	identities.		
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Museums	as	embodied	cultural	fashion	spaces	Museums	can	be	understood	as	embodied	cultural	spaces	that	actively	engage	in	mediating	knowledge	and	identity	(Bennett,	1995,	2004a;	Henning,	2007;	Hill,	2001;	Kavanagh,	2000;	Leahy,	2012;	Naylor,	2002).	For	example,	museum	theorist	Tony	Bennett’s	(1995,	2004b)	work	on	nineteenth	century	museums	provides	a	foundation	for	understanding	museums	as	social	spaces,	which	draw	together	knowledge,	representation,	culture	and	meaning	with	embodied	subjects,	through	the	regulation	of	conduct	and	practices	of	seeing.	Although	Bennett	was	primarily	concerned	with	the	museum’s	civilising	role	in	the	governance	of	publics,	his	proposal	draws	similarities	between	spaces	of	nineteenth	century	fashionable	consumption,	such	as	world	exhibitions,	department	stores	and	arcades,	and	museums	of	the	period	(Bennett,	1995,	pp.	1-88).	According	to	Bennett	(1995),	nineteenth	century	museums	were	part	of	a	complex	of	exhibitionary	sites	designed	to	engage	the	public	in	knowledge	of	their	own	history	and	present,	where:		 Relations	of	space	and	vision	[were]	organised	not	merely	to	allow	a	clear	inspection	of	the	objects	exhibited	but	also	to	allow	for	the	visitors	to	be	the	objects	of	each	other’s	inspection	(p.	52).			This	meant	that	other	visitors	were	also	a	source	of	knowledge,	in	terms	of	conduct	and	presentation,	in	a	manner	similar	to	that	which	occurred	on	the	street	or	in	other	exhibitionary	spaces	of	the	period.		Critical	theorist	Walter	Benjamin	(1999,	pp.	3-26)	made	similar	observations,	when	reflecting	on	mid-nineteenth	century	museums,	world	exhibitions,	arcades	and	stores	by	drawing	similarities	between	their	use	and	purpose,	and	the	circulation	through	these	spaces	of	consumers	and	observers,	whom	he	called	the	flâneur.	Benjamin	credited	the	emergence	of	arcades,	as	forerunners	to	the	department	store,	to	a	nineteenth	century	French	textile	boom,	which	allowed	increased	store	inventory	at	a	time	concurrent	with	the	development	of	iron	construction	and	gas	lighting,	to	make	possible	new	built	spaces	and	better	illumination.	In	coupling	this	emergence	with	a	contemporary	interest	in	
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panoramic	practices	made	spatial	through	architecture,	panoramic	art	and	via	world	exhibitions,	Benjamin	drew	attention	to	the	grandness	and	multiplicity	of	vision	during	the	period;	the	way	in	which	the	interiority	of	private	space	became	the	shop	front;	and	the	role	of	the	flâneur,	as	gazing	observer	of	the	phantasmagoric	city,	and	as	classifier	of	all	that	he	sees	when	traversing	the	new	spaces	of	cities,	arcades,	stores	and	streetscapes.	The	role	of	movement	through	space,	the	way	in	which	spaces	encouraged	the	viewing	of	others,	and	the	panoramic,	phantasmagoric	spaces	made	possible	through	elevated	sites	(the	Eiffel	Tower,	the	upper	levels	of	museums,	galleries	and	world	exhibition	buildings,	for	example),	coupled	with	the	classificatory	display	of	the	new	and	inventive,	were	all	defining	features	of	the	spaces	of	this	period	(Benjamin,	1999;	Bennett,	1995,	2004b;	Giberti,	2002;	Hetherington,	2008;	McDonald,	2002;	Salmi,	2008).					Economic	and	social	theorists	of	the	period	also	conceived	of	fashion	as	being	spatially	located.	Both	Thorstein	Veblen	(1998	[1899])	and	Georg	Simmel	(1957	[1904]),	attributed	much	to	the	circulation	of	fashion	wearers	and	observers,	in	fashionable	spaces	of	that	time.	For	them,	fashion	was	a	means	to	demonstrate	status	and	a	source	of	emulation.	In	doing	so,	appearance	in	space	gave	a	significant	framework	for	the	presentation	of	fashion	garments	and	acquisition	of	fashion	knowledges.			In	terms	of	understanding	nineteenth	century	fashion	spaces,	what	these	theorists	offer,	is	an	insight	into	the	emergence	of	museums	as	fashionable	public	spaces	for	promenading	and	being	observed.	They	help	locate	ways	in	which	these	spaces	engaged	people	in	practices	of	seeing	and	accumulating	knowledge.	They	also	identify	how	these	spaces	shared	features	with	other	fashionable	and	fashion-communicating	spaces	of	the	period	and	the	new	spaces	of	nineteenth	century	fashion	consumption.	The	exhibitionary	spaces	of	world	exhibitions,	department	stores,	arcades	and	museums	positioned	fashioned	subjects	as	active	participants	in	the	observation	of	others,	shaped	by	the	spaces	they	inhabited,	with	the	observation	of	others	made	effective	through	the	spatial	frameworks	that	made	observation	possible.	These	spaces	
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not	only	enabled	viewing	of	goods,	and	awareness	of	fashionability	or	the	newness	of	objects,	but	also	positioned	people	in	relation	to	others	as	sources	of	knowledge	about	fashion.	Observation	within	spaces	became	a	means	to	access,	measure,	assess	and	interpret	fashion	knowledges	embedded	in	displays	and	on	the	bodies	of	others.	Fashioned	identities	were	also	made	material,	through	the	location	of	self	and	others,	through	the	movement,	sensory	practices	and	spatiality	of	the	individual,	as	conscious	participant	in	the	fashionable	panorama	and	promenading	of	these	spaces.	It	may	be	that	other	regimes	of	looking	had	existed	prior	to	this	period	or	in	different	places,	but	as	the	examples	above	suggest,	the	realisation	of	these	materialities	and	practices,	at	a	time	contemporaneous	with	the	emergence	of	public	museums	and	world	exhibitions,	marks	a	tangible	moment	that	places	public	museums	at	the	very	center	of	being	new	fashion	spaces	during	the	period,	and	in	the	contemporary	making	of	fashion	knowledges	and	material	identities,	through	the	experience	of	fashion.			This,	for	example,	is	what	O’Neill	(2012)	described	when	locating	similar	practices	at	The	Great	Exhibition,	London,	1851,	by	defining	how	practices	of	looking	were	made	manifest	though	the	site	as	a	fashionable	space	for	women,	where	considered	movement	when	traversing	the	space	promoted	a	“‘worldliness’,	produced	by	a	possession	of	knowledge	about	the	specifics	of	contemporary	fashion”	(p.	195).	O’Neill	found	that	fashion	knowledges	were	made	tangible	in	part	through	the	exhibition	of	new	fashions	and	panoramic	displays	of	textiles,	but	also	through	journalistic	advisories	about	“what	to	wear”	(p.	196)	and	published	descriptions	of	garments	worn	by	fashionable	visitors.	Citing	contemporary	media	sources,	O’Neill	notes	that	“crowds	gathered	not	to	visit	the	exhibition,	but	to	watch	visitors	arrive	in	fashionable	dress”	(p.	196).	O’Neill	has	shown	how	for	visitors	the	observation	of	others’	fashion	garments	was	made	easier,	through	the	careful	construction	of	spaces	that	enabled	“an	ocular	experience”	(p.	197)	of	the	site	as	a	fashion	panorama.		Similarly,	Leahy	(2012,	pp.	35-44,	117-125)	turns	to	the	interior	of	the	nineteenth	century	museum	to	describe	the	fashionable	appeal	of	these	spaces	
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for	museum	visitors	in	a	way	that	–	although	not	the	emphasis	of	her	claim	–	readily	identifies	these	as	contemporary	fashion	spaces.	Leahy	describes	museums	as	embodied	spaces,	where	fashionable	visitation	required	specialised	fashions,	and	shows	how	museums	became	spaces	for	fashionable	promenading	and	observation	of	others,	which	carried	an	expectation	of	“dressing	the	part”	(p.	117)	[Figure	5.1].	Leahy	also	provides	examples	of	contemporary	fashion	plates,	which	used	museum	and	gallery	spaces	as	context,	inspiration	and	advice	regarding	fashion	knowledges	and	fashionable	outfits.		
	Figure	5.1:	Fashion	plate	by	Jules	David	showing	‘Two	Women	in	an	Art	Gallery’,	published	in	Le	
Moniteur	de	la	Mode,	1868.	Image:	The	Elisha	Whittelsey	Collection,	MMOA.			These	images	that	allied	space,	fashion	and	exhibition	viewing	with	the	promotion	of	garments,	presented	museums	as	fashionable	spaces,	which,	along	with	the	circulation	of	fashionably	dressed	bodies,	suggest	early	examples	of	museums	as	fashion	spaces,	implicit	in	the	formation	of	fashion	knowledges	and	
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material	identities.	That	the	nineteenth	century	museums	were	also	new	public	spaces	to	spend	time	in,	which	offered	opportunities	to	present	modern	behaviours	and	were	integrated	into	the	materialities	and	practices	of	leading	fashionable	lives,	is	also	significant.	Their	representation	through	media,	and	their	similarity	with	other	fashion	spaces	of	the	period,	allows	for	a	reading	of	these	museums	as	being	embodied	fashion	spaces	that	were	integral	in	aiding	the	presentation	of	material	identities,	alongside	demonstrating	fashion	knowledges	of	the	period.			Although	remarkably	little	has	been	written	about	more	recent	museum	going	as	a	fashionable	occupation,	some	images	do	suggest	that	these	practices	continued	to	have	currency	(Martin,	1981;	Söll,	2009;	van	Bueren,	2015).	In	1958,	for	example,	an	Evening	Post	(Wellington)	newspaper	photographer	chose	to	use	spaces	in	and	around	the	1936-built	Dominion	Museum,	Wellington,	as	a	setting	for	one	editorial	spread,	placing	fashionably	dressed	women	within	the	museum’s	environ	and	in	front	of	the	exhibits	(‘Photographic	negatives’,	1958)	[Figure	5.2].	Similar	series	show	other	men	and	women	modelling	suits,	sportswear,	coats	and	fashion	accessories,	both	in	and	outside	museums	elsewhere	in	Australasia	(‘Fashion	shoot’,	1974;	‘K	E	Niven’,	c.1945).	Examples	such	as	these	suggest	that	the	museum	as	a	fashion	space	continued	to	have	currency	well	into	the	twentieth	century.	A	more	recent	example,	photographed	in	Vienna's	Kunsthistorisches	Museum,	is	discussed	in	the	next	chapter.			
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	Figure	5.2:	Three	fashion	models	photographed	in	the	Māori	Hall,	Dominion	Museum,	Wellington,	1958.	Image:	Alexander	Turnbull	Library.				
Museum-like	exhibitionary	spaces	It	was	also	during	the	nineteenth	century	that	fashion	began	to	be	presented	through	museum-like	exhibitionary	practices	outside	of	museums.	World	exhibitions,	department	stores	and	museums	shared	similar	modes	of	display,	in	part	due	to	available	materials	and	contemporary	styling	practices	(McDonald,	2002;	Williams,	1982,	pp.	58-106).	Like	media,	all	were	a	means	of	accumulating	and	sharing	encyclopaedic	information,	through	similar	materialities	and	practices,	both	physical	and	vocabulary	(Georgel,	1994).	New,	large,	carefully	lit	open	spaces	encouraged	slow	perambulation	and	regimes	of	looking,	with	sites	such	as	department	stores	credited	with	having	museum-like	attributes	that	were	educative	and	taste	making	(Duncan,	2002;	Harris,	1978;	Iarocci,	2009;	Leach,	1989;	McDonald,	2002).	Australasian	department	stores	were	no	different	(Buick,	2013;	Dunstan,	1979;	Laurenson,	2005;	Lech,	2017;	Millen,	2000;	Miller	&	Merrilees,	2004;	Pearce,	2011).	By	the	early	twentieth	century,	these	spaces	offered	a	range	of	alternate	activities	that	would	now	seem	very	museum-like:	spaces	for	sitting	at	correspondence	(today	for	
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checking	emails	rather	than	writing	letters),	dining,	shopping,	resting,	meeting	with	others,	or	keeping	children	occupied;	along	with	theaters,	auditorium,	period	rooms	and	gallery	spaces.	Such	that,	by	the	1920s	they	shared	so	many	characteristics	that	“according	to	some	observers	of	the	time,	museums	and	department	stores	were	scarcely	distinguishable”	(Duncan,	2002,	p.	130). 	While	in	large	part,	these	attributes	were	predicated	on	a	calculated	drive	to	encourage	consumption,	this	took	on	a	new	form	as	world	exhibitions,	department	stores	and	museums	alike,	did	not	demand	(or	in	the	case	of	museums,	allow)	the	immediate	purchase	of	goods	on	display.	For	consumers,	this	was	in	direct	contrast	to	the	earlier	proliferation	of	small	stores	where	goods	were	requested	and	brought	to	the	customer	by	the	storeowner,	or	to	activities	of	the	marketplace,	where	barkers	called	out	their	wares	to	encourage	purchase.	It	was	the	ability	to	browse	and	to	ask	informed,	attentive	but	discrete	assistants,	without	any	requirement	to	purchase,	that	distinguished	the	department	stores	and	were	also	a	feature	of	the	world	exhibitions	(Bennett,	1995,	pp.	32-34;	Hetherington,	2008,	p.	13).	This	meant	that	department	stores	acted	as	more	than	sites	of	immediate	consumption,	and	instead	emphasised	their	role	as	sites	of	looking	and	providing	educative	knowledge	about	the	goods	displayed:	practices	they	held	in	common	with	the	educative	purpose	and	civic	duty	ascribed	to	world	exhibitions	and	museums	of	the	period	(Duncan,	2002;	Labrum,	2009;	O'Neill,	2012;	Steele,	1988,	pp.	148-150).				
	
Fashion	exhibitions:	chronologies	and	contemporary	fashions	It	was	within	this	context	that	fashion	began	to	be	presented	through	two	primary	modes:	as	historical	fashion	chronology,	and	as	contemporary,	informative	fashion	objects.	At	times	combining	both	modes	in	contrast,	fashion	exhibitions	were	shown	predominantly	in	new	museum-like	alternate	exhibitionary	spaces,	well	before	fashion	was	widely	collected	or	exhibited	by	public	museums.	Both	modes	shifted	fashion	from	being	very	much	a	feature	of	the	lived	exhibitionary	fashion	spaces	of	the	period,	to	also	being	the	subject	of	authored	and	educative	formal	displays.			
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World	exhibitions	were	one	of	the	first	sites	where	fashion	garments	were	systematically	presented	using	museum-like	exhibitionary	practices.	The	Great	Exhibition,	for	example,	exhibited	a	range	of	contemporary	fashion	garments,	objects	and	accessories	(O'Neill,	2012).	Even	more	explicitly	exhibition-like,	the	
Pavilion	de	la	Mode,	presented	at	the	Exposition	Universelle,	Paris,	1900,	depicted	current	fashions	in	diorama-like	recreations.	These	illustrated	such	readily	identifiable	fashion	spaces	as	the	Hippodrome	de	Longchamp,	a	couturier	fashion	show,	a	manor	hall	departure	for	the	opera,	the	Maison	Worth	fitting	room,	and	the	resort	of	Deauville	(Bevik-Zender,	2009;	Clark	&	de	la	Haye,	2014,	pp.	11-14;	Steele,	1988,	pp.	149-150).			In	1913,	the	London	department	store	Harrods	exhibited	historical	garments	from	the	collection	of	painter	Talbot	Hughes,	in-store	alongside	a	selection	of	current	fashions.	Following	the	exhibition	these	were	donated	to	the	collection	of	the	V&A,	with	the	offer	to	include	the	contemporary	fashions	(Harcourt	Smith,	1914;	Petrov,	2008).	Harrods	funded	a	catalogue	of	the	historical	garments	that	entered	the	collection	(Harcourt	Smith,	1914),	but	the	contemporary	fashions	were	not	accepted,	as	during	the	period	only	textile	samples	or	historical	garments	over	fifty	years	old,	which	fitted	the	wider	remit	of	the	museum,	to	present	examples	of	trade	that	would	inspire	technological	progress,	were	collected	(Clark	&	de	la	Haye,	2014,	pp.	14-15;	Petrov,	2008;	Taylor,	2004,	pp.	106-126).		According	to	Clarke	and	de	la	Haye	(2014,	pp.	11-37),	it	was	not	until	the	1940s	that	contemporary	fashion	began	to	be	exhibited	in	museums	on	either	side	of	the	Atlantic,	and	then	only	occasionally.	For	example,	there	were	no	fashion	exhibitions	at	the	V&A	during	the	1920s	and	1930s.	Then,	in	1939,	due	to	World	War	Two,	the	collection	was	moved	to	off-site	storage	for	safekeeping.	Prior	to	its	return,	the	V&A	hosted	a	government	sponsored	exhibition,	Britain	Can	Make	
It	(1946),	showing	current	fashions	alongside	wider	examples	of	post-War	design	(p.	23).	In	New	York,	The	Costume	Institute	at	MMOA	was	founded	in	1937,	with	exhibitions,	such	as	A	Designer’s	Exhibition	of	Costume	and	Millinery	
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(1940)	and	Renaissance	in	Fashion	(1942),	featuring	fashion	designs	inspired	by	historical	garments	from	the	museum’s	collection	(pp.	17-18).		Although	published	research	is	slight	on	this	period	in	Australasia,	other	sources	show	that	chronologies	of	nineteenth	century	fashion,	borrowed	from	local	families,	were	exhibited	on	wax	figures	in	the	center	of	the	Women’s	Court	of	the	Victorian	Gold	Jubilee	Exhibition,	Bendigo,	1901	("Messrs.	Ball	and	Welch,"	1901;	"The	jubilee,"	1901),	and	set	in	contrast	to	fashions	“now	all	the	rage”	("The	women’s	court,"	1901,	¶5),	supplied	by	fashion	retailers,	Germann	and	Germann.	From	the	1930s,	this	style	of	presentation,	with	garments	surrounded	by	household	antiques	and	artworks,	was	a	popular	means	to	exhibit	and	compare	fashions	("Antiques,"	1933;	"New	displays,"	1935;	"Exhibition	of	antiques,"	1932),	such	as	in	the	Art,	Antique	and	Historical	Exhibition	held	in	Hobart,	1931	("Historical	exhibition,"	1931;	"Valuable	antiques,"	1931)	[Figure	5.3].		
	Figure	5.3:	Art,	Antique	and	Historical	Exhibition,	City	Hall,	Hobart,	1931.	Image:	Weekly	Courier,	2	September	1931,	p.	25,	Collection	of	TMAG.			Some	museums	also	exhibited	contemporary	fashion	alongside	historical	garments,	from	this	period.	In	1934,	George	Pitt	Morison,	curator	of	the	Art	Gallery	of	Western	Australia,	Perth,	prepared	a	fashion	chronology,	tracing	a	broad	range	of	fashion	and	customary	clothing,	where:			
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The	exhibits	have	been	arranged	in	the	show	cases	in	such	a	manner	that	the	visitor	can	see	at	a	glance	the	development	of	clothing	from	primitive	grass	and	fibre	aprons	to	the	elaborate	ensembles	of	the	Victorian	period	and	to	the	dresses	of	recent	years	("Fashion	changes,"	1934,	¶1).			Among	the	recent	fashions,	Morison	included	“a	gold	lame	dress	made	for	the	1929	Melbourne	Cup	meeting”	("Fashion	changes,"	¶5).	It	is	unknown	how	long	the	exhibition	remained	in	place.			In	both	1938	and	1941,	Tasmanian	Museum	and	Art	Gallery	(TMAG),	Hobart,	claimed	to	have	the	only	exhibit	in	Australia	devoted	to	a	chronology	of	fashion	("New	displays,"	1941;	"New	exhibits	on	view,"	1938),	a	long	term	display	with	occasional	changeovers	and	revisions	("Acquisitions,"	1938;	"New	exhibits	on	view,"	1938;	"Tasmanian	Museum,"	1939),	which	opened	in	1936	("Costumes	exhibition,"	1936;	"Costumes	of	old,"	1936;	"Tasmanian	Museum,"	1936)	and	ran	to	at	least	the	1940s	("New	displays,"	1941).	Organised	by	the	museum’s	director,	Joseph	Pearson,	it	included	garments	sourced	from	local	donors	(‘Annual	Report’,	1936;	‘Trustee	Minute	Books’,	1938,	pp.	19,	22),	along	with	several	borrowed	from	the	V&A	and	London	Museum	("New	exhibits	for	museum,"	1938),	lent	following	a	visit	to	London,	which	Pearson	made	with	the	intent	to	augment	the	museum’s	fine	and	decorative	art	collections	("Improving	Tasmanian	Museum,"	1938;	"Museum	director,"	1938;	"What	women	wore,"	1938).	As	rare	images	show,	garments	were	presented	in	shallow	glazed	cases,	on	painted	flat	figures,	with	didactic	labels	and	painted	scenery,	to	give	what	was	regarded	as	a	very	lifelike	appearance,	and	drawing	compliments	for	Pearson’s	skilled	“window	dressing”	("Costumes	of	long	ago,"	1939,	¶4;	"Tasmanian	Museum,"	1939)	[Figure	5.4].			
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	Figure	5.4:	Dress	in	shallow	glazed	case,	TMAG,	1939.	Image:	Q17665.2,	Collection	of	TMAG.				More	often,	it	was	department	stores	that	presented	fashion	exhibitions	during	this	period.	Often,	in	purpose-made	galleries,	which	also	exhibited	artworks,	textiles	and	ceramics,	or	across	expansive	store	windows	(Alcorso,	1993,	pp.	71-92;	Buick,	2013,	2015;	Lech,	2017;	Pearce,	2011).	For	example,	in	1922,	David	Jones,	Sydney,	presented	a	fashion	chronology,	150	Years	of	Fashion,	in	its	George	Street	windows	("Changing	styles,"	1922;	"Windows	portray,"	1922),	showing	fashions	“in	settings	typical	of	their	respective	periods”	("150	years,"	1922,	¶1).	In	1952,	the	store	reprised	the	same	theme	and	exhibition	title,	this	time	showing,	in	the	David	Jones	Art	Gallery,	garments	from	the	collection	of	Imogen	Whyse	("Century-old	clothes,"	1952;	"Victorian	dresses,"	1952),	and	using	props,	such	as	“antique	musical	boxes,	fans,	sporting	prints,	and	accessories”	("Talkabout,"	1952,	¶8)	to	add	context.	Whyse	hoped	that	the	collection	would	“form	the	nucleus	of	an	Australian	Museum	of	Dress”	("Victorian	dresses,",	¶3),	which	never	eventuated.	Hugely	popular,	it	was	
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reported	that	over	1,000	people	attended	the	exhibition	in	its	first	hour	of	opening	("1,000	attended,"	1952).	Similarly,	in	1942,	Fitzgerald’s	department	store,	Hobart,	presented	a	contrast	of	old	and	new	fashions	in	their	store	windows,	as	part	of	that	city’s	centenary	celebrations	("New	and	old	exhibits,"	1942).				In	1947,	the	Bloomingdale	collection	of	American	fashions	from	The	Costume	Institute	was	exhibited	at	the	David	Jones	Art	Gallery,	and	at	H	and	J	Smith	department	store,	Invercargill,	New	Zealand,	as	Woman	of	Fashion	1947	("American	fashions,"	1947;	"Fashion	collection,"	1947;	Lloyd	Jenkins,	2010b,	pp.	53-54;	Woman	of	fashion,	1947).	Showing	that	year’s	spring-summer	designs,	this	promotional	collaboration	was	part	of	a	competitive	commercial	environment	regarding	new	fashion	knowledges,	as	the	Australasian	market	adjusted	to	post-World	War	Two	‘New	Look’	fashions.	During	and	after	wartime,	American,	British	and	Parisian	designs	were	brought	to	both	countries	and	new	styles	promoted,	through	numerous	fashion	parades,	photographs,	fashion	media	and	department	store	windows	("British	model	frocks,"	1946;	Leong,	2010,	pp.	134-136;	Lloyd	Jenkins,	2010b,	pp.	50-54;	Maynard,	1995,	1999a).			In	New	Zealand,	a	popular	mode	of	display	in	museums	and	centennial	exhibitions,	was	also	a	type	of	chronology,	where	figures	dressed	in	period	fashions	were	set	in	colonial	room	and	colonial	street	recreations	(Labrum,	2011;	Stephenson,	2011).	By	the	1940’s	historical	garments,	used	for	wearing	or	scene-setting,	were	frequently	borrowed	from	museum	or	private	collections,	for	period	displays,	parades	and	pageants	in	department	stores,	historic	homes,	and	at	city	or	centennial	celebrations	(Labrum,	2009;	2014,	p.	105;	T.	Z.	Robinson,	2010)	[Figure	5.5].	While	often	fixed	at	a	period	of	time,	the	installations	still	served	as	chronologies	in	their	intent	to	provide	contrast	with	the	present.	Their	materialities	and	practices	cemented	real	and	imagined	associations	between	exhibitions,	department	stores	and	museums,	underpinned	by	an	interest	in	settler	colonial	histories.	The	period	room	and	colonial	street	installations	offered	early	modes	for	exhibiting	women’s	fashion	
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identities,	through	the	materialities	of	domestic	lives	and	fashion	garments,	and	contrasted	to	modernity,	offered	a	means	of	cementing	fashion	knowledges	and	material	identities	in	relation	to	viewer’s	own	experience	of	the	past	and	present	(Labrum,	2007,	2009,	2011).		
	Figure	5.5:	Ladies	from	the	Dannevirke	Borough	Council	dressed	in	period	costumes,	Dannevirke	Borough	Sixtieth	Anniversary,	Dannevirke	NZ,	1952.	Image:	Joan	Irvine	file,	Dannevirke	Gallery	of	History,	Dannevirke.			
Collecting	and	exhibiting	before	1970	The	modes	of	exhibiting	either	fashion	chronology	or	contemporary	fashion,	would	set	the	scene	for	how	fashion	would	be	exhibited	in	Australasia	over	the	following	decades.	The	examples	above	suggest,	that	while	nineteenth	century	museums	can	be	understood	as	fashion	spaces	due	to	their	newness,	embodied	practices	and	shared	characteristics	with	other	fashion	spaces	of	the	period,	by	the	mid-twentieth	century	museums	remained	only	one	of	the	spaces	for	exhibiting	fashion,	as	fashion	slowly	gained	significance	in	museums.	It	was	just	as	likely	that	centennial	and	city	exhibitions,	department	stores	or	period	displays	provided	the	alternate	exhibitionary	spaces	of	fashion.			
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Likely	reasons	for	this	include	an	increasing	interest	in	settler	histories,	as	cities	and	countries	marked	jubilee	and	centennial	milestones,	prompting	an	interest	in	comparison	to	the	past.	Colonial	and	folk	histories	increasingly	provided	a	settled	narrative	that	could	be	realised,	through	fashion,	in	the	emerging	identity-making	of	the	Australasian	colonies.	Passive	collecting	and	the	lack	of	clear	collection	policies	also	shaped	museum	collections	and	potential	for	exhibitions,	as	dominant	interests	privileged	garments	as	examples	of	technological	process	(Davison	&	Webber,	2005;	PHM,	1991;	2012e),	or	museums	became	spaces	for	historical	material	culture,	meaning	contemporary	fashion	narratives	were	seldom	articulated.	Coupled	with	a	cataloguing	backlog,	museums,	such	as	the	Dominion	Museum,	Wellington,	or	HBMAG,	passively	accepted	donated	garments	as	‘bygones’	representing	early	settlement,	with	funds	used	to	purchase	artworks	and	contemporary	applied	arts	(but	not	including	fashion	garments)	(Bestall,	1945-1966;	Labrum,	2014).	TMAG	presented	a	rare	example	of	active	collecting,	demonstrating	the	significance	of	individual	curators	and,	as	Taylor	(2004)	has	identified	elsewhere,	making	the	work	of	Morison	and	Pearson	all	the	more	remarkable.			It	was	not	until	the	1970s	that	contemporary	Australian	fashion	garments	began	to	enter	collections	and	then	under	the	rubric	of	craft	and	decorative	arts	within	a	nationalised	context	of	Australian	visual	practice	(Berry,	2012;	Gray,	2010,	2012b;	Maynard,	2000a;	McPhee,	1985).	Similar	developments	occurred	later	in	New	Zealand,	due	largely	to	singular	curatorial	interest	in	recent	fashion	design	histories	(Butts,	2007;	Labrum,	2014;	Regnault	&	Hammonds,	2010).	Except	for	rare	exhibitions	and	the	examples	described	above,	where	media	borrowed	cachet	from	the	environs	of	museums,	Australasian	museums	did	not	take	an	active	role	in	positioning	themselves	as	fashion	spaces	in	the	present.	Internationally,	it	is	the	early	1970s	that	are	credited	as	the	key	period	in	the	emergence	of	a	more	varied	range	of	fashion	exhibitions	(Clark	&	de	la	Haye,	2014;	de	la	Haye,	2006;	Druesedow,	2010;	Fukai,	2010;	Horsley,	2014a).	These	later	decades	of	fashion	exhibiting	in	Australasia	are	discussed	throughout	this	thesis.			
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This	briefly	sketched	overview	still	serves	to	highlight	the	considerable	contrast	with	the	present.	As	fashion	spaces,	museums	are	now	actively	engaging	with	new	design	narratives	and	exploring	poorly	documented	fashion	histories	(Healy,	2007;	Labrum,	2014;	Lloyd	Jenkins,	2000;	Regnault,	2003a;	Sugarman,	2012);	as	well	as	capitalising	on	the	enormous	popularity	of	fashion	exhibitions	for	developing	museum	audiences	(Evans,	Bridson,	&	Minkiewicz,	2013;	Laing	&	Frost,	2014).	An	understanding	of	the	materialities	and	practices	of	nineteenth	century	exhibitionary	fashion	spaces,	and	the	way	that	exhibitionary	fashion	spaces	were	foregrounded	in	Australasia,	provides	a	foundation	for	understanding	how	fashion	knowledges	and	material	identities	are	realised	through	museum	fashion	spaces	today.	This	is	the	focus	of	the	remainder	of	this	chapter.			
Contrasting	museums	as	fashion	spaces	in	the	present	Bennett’s	(1995,	2004b)	exhibitionary	sites	included	comparison	between	nineteenth	century	world	exhibitions,	department	stores	and	museums.	Benjamin	(1999)	introduced	arcades	and	streetscapes.	O’Neill	(2012)	considered	world	exhibitions;	and	Leahy	(2012)	turned	to	the	interior	of	museums	and	their	representation	in	fashion	media.	Today’s	fashion	spaces	continue	to	traverse	similar	exhibitionary	sites,	streetscapes,	materialities	and	practices	but	also	include	new	virtual	spaces,	such	as	fashion	blogs,	and	newly	considered	spaces,	such	as	wardrobes	and	catwalks.	Taking	key	points	from	the	nineteenth	century	examples	above,	the	next	sections	turn	to	fashion	spaces	of	the	present.	Four	modern	spaces	and	their	attributes	are	discussed	below:	glazed	museum	displays	and	retail	windows;	streetstyle	blogs	that	mimic	promenaded	dress	practices;	the	identity	spaces	of	museum	and	home	wardrobes;	and	the	embodied	spaces	of	catwalks,	which	present	new	designer	visions	in	motion.		
Glazed	museum	displays	and	retail	windows		When	in	1908,	glazed	cases	were	installed	in	what	became	the	V&A’s	costume	court,	they	made	extensive	use	of	the	plate	glass	that	had	not	long	before	transformed	department	store	frontages	and	streetscapes	(Laurenson,	2005,	pp.	
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19-25;	Leach,	1989).	Thirty	years	later,	glazed	cases	were	also	used	to	protect	and	present	fashion	at	TMAG	[Figure	5.4].			The	use	of	similar	glazed	cases	remains	in	some	use	today,	as	a	display	technology	,	and	as	a	means	to	manage	conservation	requirements	by	limiting	dust	and	preventing	visitors	from	touching	the	garments.	For	example,	at	Te	Papa	the	main	area	used	for	fashion	exhibitions	is	a	series	of	deep,	shop	window-like	cases	in	the	Eyelights	Gallery	(Hill,	2011;	Labrum,	2014,	pp.	108-113;	Regnault,	2011);	and	at	Bendigo	Art	Gallery,	freestanding	glazed	structures	are	regularly	used	to	exhibit	fashion.	To	understand	the	effect	of	these	museum	technologies,	Henning’s	(2007,	pp.	29-36,	44-52)	discussion	of	early	twentieth	century	natural	history	dioramas	is	a	useful	introduction.	In	linking	dioramas	to	retail	windows,	Henning	has	suggested	that	these	spaces	fetishise	museum	objects	and	position	the	visitor	as	like	a	window	shopper.	Henning	noted	the	tension	between:		 Closeness	and	distance,	between	wanting	to	enter	the	scene	and	being	placed	outside	it,	something	that	is	encouraged	by	their	shared	use	of	sheet	glass,	three	dimensional	models	and	lighting	(p.	33).			Henning	proposed	that	when	introduced,	this	style	of	display	“changed	the	way	in	which	the	museum	addressed	its	visitors”	(p.	44),	and	caused	a	shift	from	visitors	using	museums	to	contextualise	their	own	natural	history	collections	and	knowledge,	to	the	staged	presentation	of	idealised	spectacle,	where	knowledge	was	authored	by	museum	experts.	In	doing	so,	Henning	identified:			 A	shift	away	from	addressing	the	public	as	active	producers	of	knowledge,	in	favour	of	addressing	them	as	the	recipients	of	already	formed	ideas	and	knowledge	(p.	45).			A	similar	authoritative	fashion	knowledge	space	is	seen	when	museums	display	idealised	fashion	in	a	manner	that	imitates	a	retail	window,	especially	when	incorporating	merchandising	practices.	This	effect	is	further	emphasised	when	current	or	upcoming	fashion	collections	are	exhibited,	such	as	when	current	season	garments	were	viewed	through	window	signage	from	outside	the	gallery’s	ground	floor	windows	in	the	Designer	Thinking	(2013)	exhibition	at	
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NGV.	Seen	through	the	glass,	garments	in	such	spaces	are	at	a	distance,	while	simultaneously	experienced	through	the	transparently	glossy	surface	of	retail	[Figure	5.6].		
	Figure	5.6:	View	through	ground	floor	window,	Melbourne	Now	(2013).	Image:	Tanya	Zoe	Robinson.			In	the	exhibition	Modern	Love:	Fashion	Visionaries	from	the	FIDM	Museum	LA	(2013),	signature	garments	from	international	designers	were	presented	on	retail-style	mannequins	behind	heavy	plate	glass,	with	low	labelling	similar	to	that	often	used	in	basic	retail	schema	[Figure	5.7].	The	retail	effect	was	reinforced	by	an	emphasis	on	representative	ensembles	and	the	near-absence	of	contextual	social	reference.	Labels	referred	to	garment	title,	materials,	design	elements	and	date	of	manufacture,	with	only	brief	biographical	information	about	the	designer	but	rarely	anything	about	a	wearer.	There	was	no	information	regarding	the	social	or	cultural	context	that	inspired	the	post-1970s	designs,	such	as	working	women’s	use	of	shoulder	pads,	the	1980s	culture	of	wealth,	the	fashionable	body	types	of	the	period,	for	example.	Perhaps	in	keeping	with	the	source	collection’s	interests,	as	a	Fashion	Institute	of	Design	
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and	Merchandising,	Los	Angeles,	the	visual	emphasis	was	on	the	formal	qualities	and	styling	of	the	garments.			
	Figure	5.7:	Installation,	Modern	Love	(2013).	Image:	Tanya	Zoe	Robinson.			Following	Sen,	Block	and	Chandran	(2002),	retail	windows	can	be	understood	as	fashion	knowledge	spaces,	where	potential	consumers	make	decisions	based	on	inferred	or	observed	information,	and	relate	that	back	to	their	own	experience,	sense	of	selves	and	extant	fashion	knowledges,	in	ways	that	share	similarity	with	the	experience	and	intention	of	fashion	exhibitions.	Nuttavuthisit	(2014)	has	shown	that	the	co-creation	of	a	fashion	retail	experience	helps	individuals	to	“construct	intrinsic	meaning”	and	“foster	identity	construction”	(p.	437),	through	knowledge	and	decision-making	about	garments.	Yet	it	is	not	until	potential	consumers	move	beyond	the	store	window	and	enter	the	store	that	they	become	co-creators	in	the	fashion	knowledge	experience,	in	a	manner	relatable	to	their	material	identities.	In	the	introductory	space	of	the	shop	window,	the	information	is	typically	didactic	and	authoritative,	rather	than	enabling	co-creation.	The	Australasian	fashion	brand	
Glassons,	for	example,	works	to	overcome	these	limits	by	using	the	promotional	
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slogan	“Glassons:	Wear	it	Your	Way”	(Christensen	&	Cheney,	2002,	p.	253)	and	by	featuring	strongly	scene-setting,	contextual	or	inspirational	fashion	knowledges	in	their	retail	windows,	such	as	for	the	‘Made	of	Here’	campaign,	which	featured	Australasian	women	fearlessly	taking	on	feats,	such	as	skydiving	(Dole,	2014)	[Figure	5.8].			
	Figure	5.8:	Retail	window	during	‘Made	of	Here’	campaign,	Glassons,	Newmarket,	Auckland,	April	2015.	Image:	Ton	van	der	Veer.				In	contrast,	Modern	Love	reproduced	a	simplified	version	of	the	fashion	knowledge	space	of	a	retail	window,	with	an	emphasis	on	the	transfer	of	formal	fashion	knowledges	from	a	position	of	design	and	stylistic	authority,	rather	than	encouraging	or	facilitating	interpretive	co-creation	of	visitor’s	own	fashion	knowledges.	Given	the	interests	of	the	lender,	whose	umbrella	organisation	offers	courses	in	visual	merchandising,	this	made	Modern	Love	seem	especially	didactic	and	formal.		
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Streetstyle	blogs:	flânerie,	the	street	and	democratic	fashion	knowledges		One	very	contemporary	and	virtual	fashion	space	that	democratises	fashion	knowledges	and	material	identities	is	the	streetstyle	fashion	blog,	where	photographs	of	diverse	and	interestingly	dressed	people	seen	on	city	streets	and	at	well-known	fashion	spaces	are	mediatised	in	the	form	of	online	blogs	(Rosser,	2010).	This	style	of	documentary	fashion	photography	has	antecedence	in	the	history	of	street	and	on-location	photography	that	borrows	cachet	from	known	fashion	spaces	(Berry,	2010;	Rocamora	&	O'Neill,	2008;	Titton,	2013).	As	fashion	academic	Jess	Berry	(2010)	has	described,	streetstyle	blogs	can	also	create	a	virtual	fashion	space	in	the	online	environment	by	forming	“an	alternative	urban	space	to	observe	fashion”	(¶10).	Due	to	the	emphasis	on	location,	streetstyle	photography	is	commonly	deployed	in	acknowledged	fashion	spaces,	such	as	on	the	streets	of	fashion	cities,	outside	fashion	weeks,	in	fashion	districts,	or	at	fashionable	events,	like	festivals.	It	thus	helps	to	secure	and	locate	its	subjects	in	identified	fashion	spaces,	while	also	adopting	the	locating	power	of	recognised	fashion	cities	or	districts,	to	emphasise	the	significance	of	its	subjects	through	media	(Rocamora,	2009).	Streetstyle	blogs	follow	a	history	of	theory	about	streetstyle,	which	claims	that	fashion	ideas	are	generated	at	sub-cultural	or	street	level	(Hebdige,	1979;	Polhemus,	1994),	rather	than	earlier	theories,	which	proposed	a	trickle-down	theory,	where	the	street	emulated	the	exemplar	of	the	wealthy	(Simmel,	1957	[1904];	Veblen,	1998	[1899]).	By	suggesting	that	quirky,	individual	and	ultimately	influential	fashion	is	worn	by	everyday	people	with	forward-looking	or	inspirational	fashion	style,	and	by	engaging	practices	of	flânerie	through	online	response	to	images,	streetstyle	blogs	act	to	reinforce	a	democratised	conception	of	fashion	that	is	integral	to	the	making	of	fashion	knowledges	and	material	identities.			Perhaps	the	best-known	proponent	of	this	now	widely	emulated	version	of	fashion	photography,	has	been	Scott	Schuman	of	the	blog	The	Sartorialist	(www.thesartorialist.com).	Schuman’s	apparently	spontaneous	and	informal	images	of	quirky	and	stylish	individuals	belies	a	methodology	in	which	the	majority	of	his	subjects	are	complicit,	agree	to	have	their	image	taken,	and	
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provide	basic	biographical	and	narrative	information	(Rosser,	2010).	However,	this	implied	spontaneity	is	still	important,	as	while	Schuman	may	pose	his	subjects,	the	spaces	that	they	are	found	in	and	the	styling	of	their	garments	is	of	their	own	making	[Figure	5.9].	It	is	in	this	that	the	blog’s	appeal	is	paramount:	Schuman’s	subjects	are	independently	authored,	in	that	they	have	chosen	their	own	garment	combinations	and	location	as	“ordinary	individuals	…	creators	in	their	own	right”	(Rocamora	&	O'Neill,	2008,	p.	190),	such	that	Schuman’s	style	of	photography	explicitly	heralds	these	aspects	of	their	image.	Despite	suggestions	that	it	is	possible	to	attract	such	attention	by	following	a	formula	(Barberich	&	Gelardi,	2012;	O'Dell,	2011),	or	of	claims	that	some	designers	have	dressed	models	specifically	to	attract	the	likely	interest	of	similar	streetstyle	photographers	(Berlinger,	2014;	Menkes,	2013),	in	large	part	Shuman’s	results	appear	to	generously	include	spontaneous	and	non-authorised	street	styling.	Shuman’s	observational	method	has	been	likened	to	that	of	a	modern-day	
flâneur	(Berry,	2010;	Rosser,	2010),	the	promenading	observer	of	the	fashionable	streetscape	who	was	central	to	conceptions	of	the	exhibitionary	complex.				
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	Figure	5.9:	Streetstyle	photograph	by	Scott	Schuman,	‘On	the	Street….The	Stillness,	Melbourne’,	Wednesday,	December	16,	2009,	The	Sartorialist.	Image:	Scott	Schuman.				The	second	part	of	The	Sartorialist’s	appeal	is	that	people	can	respond	in	their	own	way	to	Schuman’s	online	postings.	This	important	feature	of	the	blog	allows	numerous	people	to	gain	ownership	of	each	online	image,	as	posts	typically	attract	hundreds	of	comments	in	response	to	the	garments,	styling,	location	and	implied	narrative.	As	Berry	(2010)	has	proposed:		 This	ownership	not	only	equates	to	the	democratisation	of	fashion	but	also	allows	blog	users	to	express	their	views	...	in	a	way	that	challenges	traditional	forms	of	fashion	media	commentary	(¶25).		Berry	found	that	this	enabled	the	blog	user	to	become	a	co-producer	in	the	reading	and	making	of	texts,	by	both	observing	the	fashion	image	and	producing	a	responding	comment	or	narrative:	a	decisively	social	and	authorial	act	that	Berry	equated	with	the	practice	of	flânerie.	This	further	enables	everyday	
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people	familiar	with	the	street	to	align	their	own	material	identities	to	what	they	see.	Through	the	comments,	people	can	add	fashion	knowledges	that	shape	the	image	through	text	(de	Perthuis,	2015),	and	thus	contribute	to	the	shaping	of	other’s	fashion	knowledges,	and	potentially,	fashion	forecasting	or	purchase	(Crewe,	2013),	via	their	very	specific	use	of	an	online	fashion	knowledge	space.		In	terms	of	the	museum	as	a	fashion	knowledge	space,	what	does	the	streetstyle	blog,	its	comments	section	or	flânerie	have	to	do	with	the	making	of	fashion	knowledges	and	material	identities?	The	nature	of	streetstyle	blogs	is	that	they	present	co-authored	and	co-produced	fashion	knowledges	that	draw	on	the	public’s	experience	of	fashion	and	style,	as	it	is	experienced	at	street	level.	While	streetstyle	blogs	are	in	many	ways	a	highly	edited,	and	in	that	sense,	exclusive	version	of	street	fashions,	as	few	can	create	the	specific	quirkiness	and	accessible,	yet	forward	thinking,	originality	that	bloggers	take	notice	of,	they	are	also	accessible,	in	that	they	situate	fashion	in	democratically	accessible	real	and	virtual	fashion	knowledge	spaces.	They	allow	the	co-creation	of	fashion	narratives	that	can	be	widely	imagined	and,	for	many,	readily	engaged	with.	Few	fashion	exhibitions	offer	that	level	of	reality	and	engagement	but	those	that	do	open	up	new	curatorial	and	audience	development	practices,	which	place	museum	visitors	at	the	very	center	of	making	and	communicating	fashion	knowledges	and	material	identities.	Two	examples	that	have	borrowed	from	streetstyle	fashion	practices	are	used	to	illustrate	these	materialities	and	practices:	Identi-tee	(2012)	and	Faith,	Fashion,	Fusion	(2012),	which	were	both	introduced	in	the	first	chapter	of	this	thesis.		As	outlined	in	the	first	chapter,	many	of	the	Identi-tee	t-shirts	carried	locally-understood	slogans	and	visual	references,	which	drew	on	a	particularised	and	self-identifying	humour	that	located	the	wearers	and	communicated	local	fashion	knowledges.	In	many	cases	these	made	a	claim	for	a	range	of	alternate	suburbs	of	Auckland	as	fashion,	and	fashion	knowledge,	spaces.	For	example,	through	designs	that	wittily	contrasted	iconography,	imagery	and	slogans	of	the	largely	working	class,	Māori	and	Pasifika	suburbs	of	South	Auckland,	with	internationally	recognised	fashion	logos	and	names	of	global	fashion	cities	
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(Colchester,	2003a;	Peterson	&	Lythberg,	2010;	Te	Punga	Somerville,	2012,	pp.	91-94).			
Faith,	Fashion,	Fusion	similarly	sought	to	interrogate	style	and	identity,	through	fashion.	Inspired	by	an	image	of	a	modestly	dressed	Muslim	woman,	taken	by	Schuman	in	2009,3	the	exhibition	claimed	an	explicit	link	to	streetstyle	blogs,	by	gathering	similar	images	at	festivals,	events	and	locations	around	Sydney	(PHM,	2012f).	The	use	of	visual	streetstyle	references	ran	throughout	the	exhibition,	via	selfie-style	interactives,	publicity	images,	online	content	and	a	Facebook	page	(PHM,	2014).	These	images	helped	locate	the	women	photographed	as	rightful	and	significant	contributors	to	the	Sydney	fashion	streetscape	and	capitalised	on	their	stylish	negotiation	of	faith-based	dressing.		For	both	exhibitions	space	was	crucial:	through	the	streetscapes,	festivals	and	backdrops	of	Sydney,	and	through	the	visual	and	textual	spaces	of	New	Zealand	and	the	suburbs	of	Auckland,	via	the	words	and	images	on	the	Identi-tee	t-shirts,	photographed	at	various	locations.	Both	of	these	exhibitions	sought	to	locate	fashion	knowledges	through	the	spaces	and	places	of	the	garment	wearers,	and	to	emphasise	a	democratic	accessibility	to	fashion	knowledges	and	material	identities,	through	the	online	uploads	and	range	of	fashion	shown.	What	these	projects	demonstrated,	is	that	museums	have	great	potential	to	draw	on	the	independently	produced	and	co-authored	knowledge	of	their	visitors;	to	both	encourage	and	draw	on	people’s	capacity	in	flânerie,	and	to	engage	a	sense	of	ownership	and	co-authorship	through	the	materialities	and	practices	of	fashion	spaces.	Moving	beyond	formal	and	remediated	examples	of	idealised	fashion	has	the	capacity	to	open	up	museums	to	new	conceptions	of	fashion	space.	As	Berry	(2010)	has	proposed:		 The	standardisation	of	fashion	within	global	contexts	is	transformed	by	individual	style	established	through	customisation	and	local	uses	of	fashion.	Street-style	blogs	‘re-socialise’	fashion	outside	of	the	meanings	provided	by	consumer	capitalism	and	instead	provide	narratives	that	enable	social	communication	(¶22).																																																										3	See,	http://www.thesartorialist.com/photos/on-the-street-chapel-st-melbourne/		
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	For	museums,	such	narratives	are	particularly	important	and	go	to	the	heart	of	socially	understood	museum	purpose.	By	drawing	in	an	element	of	co-produced	visitor	interest	in	the	idiosyncratic	and	democratic	ways	of	wearing	fashion,	as	well	as	democratic	response	to	what	is	presented,	museums	are	enabled	to	transform	the	communicative	power	of	the	museum	as	a	co-authored	and	co-produced	fashion	knowledge	and	identity-making	space.	To	quote	Berry	further:			For	it	is	what	people	wear	in	their	daily	lives	on	the	streets	that	allows	fashion	to	be	understood	in	its	social	context	(p.	11).				Reflecting	back	on	the	idiosyncratic	and	democratic	ways	of	wearing	fashion,	as	well	as	the	democratic	response	to	curatorial	projects,	only	serves	to	enhance	and	resocialise	the	contexts	in	which	fashion	garments	are	exhibited,	and	to	redistribute	the	fashion	knowledges	and	material	identities	of	museum	and	exhibition	visitors,	both	physical	and	virtual.	In	doing	so,	the	museum	becomes	an	important	space	in	which	the	private	motivations	of	fashion	become	public.			
Museums	and	personal	wardrobes:	flows	of	use	and	identity	closets	Of	course,	the	point	at	which	streetstyle	fashion	is	made,	is	in	and	around	the	private	fashion	space	of	the	wardrobe.	The	wardrobe	is	thus	significant,	as	a	fashion	space	where	fashion	knowledges	and	identity	narratives	are	made	and	negotiated.	It	is	here,	as	Woodward	(2007)	has	shown,	that	fashion	garments	mediate	and	inscribe	relationships	between	individuals,	couples,	intimates,	friend	groups	and	co-habiting	familiars:	a	space	where	even	the	most	fashion	circumspect	assemble	and	express	fashion	knowledges	and	material	identities,	to	produce	an	outward	appearance	that	communicates	their	intent	as	wearer	(Gregson	&	Beale,	2004;	Guy	&	Banim,	2001;	Skov,	2011).			The	suggestion	that	museum	fashion	collections	and	storage	areas	are	like	wardrobes	for	curators	has	a	certain	popular	appeal	(Di	Trocchio	&	Leong,	2004;	Horsley,	2014b;	Melchior,	2014;	Petrov,	2014;	Schaer,	2008).	Yet	to	take	seriously	the	impact	of	managing	garments	and	assembling	fashion	as	being	
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knowledge	and	identity-making,	is	worthy	of	further	investigation,	for	the	insight	it	can	add	to	an	understanding	of	museums	as	fashion	spaces,	through	the	practices	and	materialities	of	these	‘museum	wardrobes’.	An	understanding	that	advances	well	beyond	exhibitions	conceived	as	literal	presentations	of	the	wardrobes	of	famous	women	(Gibson,	2005),	for	example.			In	‘Entering	the	space	of	the	wardrobe’,	Skov	(2011)	sought	to	provide	a	research	framework	for	a	wardrobe	studies	based	in	ethnographic,	qualitative	and	quantitative	research	(c.f.	DeLong	&	Petersen,	2004),	claiming	the	use	of	“the	wardrobe	as	a	space	in	which	the	mental,	social	and	physical	intersect”	(p.	15).	This	provides	a	useful	starting	point	from	which	to	consider	shared	features	between	the	fashion	spaces	of	personal	wardrobes	and	the	wardrobe-like	spaces	that	house	museum	fashion	collections.	Skov’s	work	locates	the	wardrobe	as	an	intimate	and	personal	space	“in	which	public-private	boundaries	are	managed”	(p.	4),	which	serves	as	“not	only	a	space	for	managing	appearances,	but	also	a	space	that	must	itself	be	managed”	(p.	5).	Thus,	the	wardrobe	is	a	place	of	introspection,	dedicated	to	backstage	activities	where	mundane,	quotidian	activities	of	self	and	garment	care,	housekeeping	and	ritual	take	place.	Practices	which	may	also	hold	meaning	and	assurance,	through	their	performance	and	execution.			Skov’s	(2011)	conception	shares	features	with	the	space	of	the	museum	fashion	collection,	which	can	be	conceived	as	straddling	a	similar	private-public	liminality	where	the	collection	store	is	a	secluded,	somewhat	secret,	space	of	the	museum,	which	is	nonetheless	held	on	behalf	of	the	public	and	occasionally	opened	to	their	scrutiny;	and	where	similar	rituals	take	place,	of	care,	housework,	consideration,	assessment,	and	judgement	about	the	communicative	potential	of	garments	that	will	be	made	public	(Steele,	1998).	In	this,	classifications	and	flows	of	use	are	integral	features	of	the	work	of	wardrobes	(Gregson	&	Beale,	2004;	Guy	&	Banim,	2001;	Skov,	2011,	pp.	13-15;	Tseelon,	2001,	pp.	245-252).	These	flows	of	fashion	knowledges	help	classify,	displace	and	circulate	fashion,	as	garments	shift	in	and	out	of	use-cycles	in	personal	wardrobes.	They	share	similarity	with	classifications	and	flows	of	
 121 
fashion	knowledges	in	museums,	which	shape	garment	use,	create	accession	and	deaccession	schedules,	conservation	hierarchies,	exhibition	priorities,	and	so	forth.			When	researching	women’s	wardrobes,	Guy	and	Banim	(2001)	observed	that:		 Kept	clothes	are	not	only	tangible	reminders	of	past	identities	but,	more	importantly,	they	provide	a	set	of	symbolic	links	across	women’s	past,	present	and	future	identities	(p.	116).		Similarly,	it	can	be	understood	that	museum	wardrobes	make	tangible	links	across	timespans.	Guy	and	Banim	found	that	for	many	women	“kept	clothes	contain	a	range	of	meanings	based	on	the	images	that	they	have	created	and,	in	some	cases,	could	still	create”	(p.	116).	The	active	nature	of	these	propositions	can	be	further	understood	through	Skov’s	(2011)	research,	which	proposes	that	at	a	personal	level	wardrobe	processes	of	dressing	and	creating	fashion	ensembles	anticipates	“the	near	future”	(p.	11),	yet	also	retains	traces	of	the	past	through	the	material	biographies	of	garments	(also	see,	Gregson	&	Beale,	2004).			These	features	are	also	highlighted	through	museum	practices	of	studying,	recording,	cataloguing,	conserving	and	preparing	garments	for	exhibition,	where	the	significance	of	marks,	impressions,	provenance,	stains	or	scents	of	past	wearers,	are	also	assessed,	preserved,	managed,	concealed	or	brought	forth	into	the	present.	For	example,	by	emphasis	or	concealment	at	exhibition,	through	choice	of	garments	or	the	creation	of	ensembles,	or	when	historic	or	narrative	significance	is	made	present	through	exhibition	(Eastop,	2000,	2006,	2007a;	Entwistle,	2000b,	p.	10;	Kelley,	2009;	Summers,	2000).		Skov’s	(2011)	point	is	also	that:			 In	so	far	as	fashion	is	defined	as	the	continuous	launching	of	novelties,	the	wardrobe	is	a	buffer	that	ensures	that	the	way	people	dress	is	oriented	backward	in	their	personal	histories	–	to	what	they	have	already	worn	and	acquired	before	(p.	15).				
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In	this,	the	personal	wardrobe	acts	as	an	interface	between	novelty	and	history,	yet	is	also	a	site	where	narrative	and	extant	fashion	knowledges	are	made	significant	to	the	interface	with	the	present.	These	are	aspects	of	wardrobe-making	and	garment	presentation	that	many	museum	fashion	collections,	and	the	exhibitions	that	result,	could	also	be	described	as	being	engaged	with.	It	is	in	this,	that	the	museum	wardrobe’s	potency	as	a	fashion	space	is	most	prevalent,	as	it	is	through	these	material	objects,	which	are	embedded	with	histories,	memory	associations	and	social	references,	that	the	tangible	purpose	of	the	wardrobe	as	a	fashion	knowledge	and	identity-making	space	is	made	concrete.	Like	the	fashion	knowledge	space	of	the	home	wardrobe,	in	the	museum	wardrobe,	it	is	through	the	use	of	histories,	re-use	and	re-visioning	of	garments	that	new	and	extant	fashion	knowledges	meet,	and	through	which	material	identities	are	considered,	expressed,	re-dressed	and	made	public.			Yet	in	museums,	it	is	also	in	the	interface	between	novelty	and	history	that	a	tension	resides,	between	the	materialities	and	practices	of	curatorial	vision	and	exhibition	narrative,	public-private	priorities,	quotidian	garment	management	and	past	histories,	set	against	the	potential	and	novelty	of	current	and	future	fashions,	brought	forth	through	the	vision	of	the	fashion	designer,	whose	original	garments	are	represented,	re-managed,	reconsidered	and	made	different,	through	new	associations	and	presentation	practices;	and	whose	current	and	future	work	still	serves	to	continually	add	context	to	those	collections.	These	are	the	garments	that	were	originally	presented	unaltered	and	unmediated	as	complete	ensembles	and	seasonal	collections	in	the	fashion	knowledge	space	of	the	catwalk	fashion	show.	It	is	this	fashion	knowledge	space	that	is	considered	next.		
Catwalks	and	museums:	newness,	vision,	embodied	spaces	and	motion	Whereas	blogs	“demonstrate	how	fashion	is	expressed	in	the	city	rather	than	on	the	catwalk”	(Berry,	2010,	¶10),	and	wardrobes	mediate	these	outcomes,	the	catwalk	fashion	show	is	the	complete	expression	of	a	designer	vision,	the	first	view	of	garments	that	will	ultimately	end	up	at	retail.	Catwalks	can	be	understood	as	fashion	knowledge	spaces	in	which	‘newness’	is	generated	
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(Löfgren,	2005).	Emerging	from	the	Parisian	haute	couture	salons	of	the	mid-nineteenth	century	–	and	credited	particularly	to	the	couturier	Charles	Frederick	Worth	–	catwalks	were	a	new	technology	that	brought	a	seasonal	rhythm	to	the	presentation	of	fashion	and	helped	secure	the	role	of	the	fashion	designer	as	visionary	artist	(Löfgren,	2005).	The	sense	remains	that:		 It	is	through	a	fashion	show	that	a	designer	or	brand	can	most	fully	control	an	aesthetic	vision	or	concept;	it	is	the	défilé	[de	mode,	the	couturier	fashion	show]	that	makes	the	designer	an	artist,	and	not	merely	a	dressmaker	(Skov,	et	al.,	2009,	p.	3).			In	the	space	of	the	catwalk	show	this	artistry	is	revealed,	with	garments	presented	as	a	cohesive	group	or	series	that	expresses	a	singular	vision,	carried	forth	through	a	range	of	materialities	and	practices	to	create	an	exclusive	space	for	the	presentation	of	a	new	season’s	collection.			Typically	formed	along	a	defined	space,	whether	raised	dais,	clear	floor	space,	or	meandering	défilé	(narrow	pass,	parade	or	procession),	through	a	series	of	rooms	or	open	spaces,	the	catwalk	space	is	as	much	marked	out	by	its	technologies,	as	by	being	surrounded	by	fashion	industry	onlookers	(Entwistle	&	Rocamora,	2006;	Skov,	et	al.,	2009,	pp.	7-10).	Through	the	use	of	light,	sound,	staging,	performance	and	the	choice	of	venue,	an	aesthetic	space	is	created	(Skov,	et	al.,	2009).	As	Lofgren	(2005)	sets	out,	through	the	use	of	live	models	and	strategies	of	immediacy,	innovation,	exclusivity	and	prior	secrecy,	along	with	a	heightened	awareness	of	creativity,	catwalks	are	used	to	stage	and	perform	a	creative	newness:	a	future-focussed	aesthetic	within	an	“economy	of	expectations”	(p.	64)	centered	on	a	designer	moment,	where	materialities	and	practices	generate	a	sense	of	anticipation	to	suggest	novelty	and	the	“energy	of	being	ahead”	(p.	64),	while	also	contributing	to	the	progressive	obsolescence	of	previous	collections.			Skov,	et	al.	(2009)	have	shown	how	central	to	the	catwalk	presentation,	are	dressed	bodies	in	motion.	The	model’s	presence	and	stylised	walk,	attenuated	to	the	mood	and	purpose	of	the	designer,	are	essential	to	bringing	forth	the	designer’s	vision.	The	movement	of	bodies	through	space	helps	create	a	
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temporal	experience,	an	immediacy,	which	suggests	novelty	and	change	within	the	short,	typically	15-20	minute,	presentations.	A	catwalk	fashion	show	is	therefore	an	event,	which:			 Creates	the	perfect	moment	by	staging	the	fleeting	ephemeral	perfection	of	fashion.	It	is	closely	linked	to	the	living,	temporal	exhibition	of	clothes	on	moving	bodies,	and	short-lived	importance	is	underlined	(p.	26).		It	is	through	these	high-energy	strategies	and	technologies,	which	are	predicated	on	novelty,	originality,	vision,	space,	time	and	anticipation,	as	seen	on	the	moving	bodies	of	models,	that	the	spaces	of	catwalks	form	an	“organisation	of	knowledge	of	the	new”	(Löfgren,	2005,	p.	67),	regarding	fashion.			It	is	no	accident,	therefore,	that	the	catwalk	was	the	central	motif	in	Frock	Stars,	around	which	the	spaces	of	backstage,	front	row	and	entry	areas	were	located.	Whereas	Frock	Stars’	catwalk	was	used	to	parade	fifteen	years	of	key	garments	and	moments	from	past	AFWs,	in	reality	the	catwalk	show	communicates	a	more	singular	vision	and	moment	in	the	fashion	cycle.	It	is	a	theatrical,	media-oriented	event,	designed	to	communicate	the	vision	for	the	season	ahead,	an	event	where	“ambition	and	potential	meet”	(Skov,	et	al.,	2009,	p.	26)	in	that	perfect,	fleeting	moment.			Welters	and	Lillethun	(2008)	made	similar	observations	in	their	review	of	the	exhibition	Fashion	Show:	Paris	Collections	2006	(2006)	at	the	Museum	of	Fine	Arts,	Boston,	which	presented	selections	of	current	season	fashions	from	ten	fashion	houses,	styled	by	the	designers	to	reflect	their	current	season	catwalk	shows.	Despite	the	use	of	a	range	of	catwalk	show	devices,	such	as	heightened	anticipation	at	entry,	lighting,	props,	sound,	a	recreated	catwalk,	differing	mannequins	and	video	projections,	Lillethun	and	Welters	found	that	the	exhibition	failed	to	produce	the	excitement	of	a	live	fashion	show.	Due	to	the	use	of	mannequins,	links	between	visual	merchandising	and	retail	became	inescapable,	lessening	the	sense	of	immediacy	and	newness	that	makes	artistic	vision	impactful.	Further,	garments	quickly	appeared	outdated,	as	the	new	
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season	designer	collections	became	available,	along	with	the	potential	for	diffused	items	to	be	purchased	at	retail.		In	contrast	to	museum	spaces,	where	newness	is	present	through	predominantly	new	curatorial	ideas,	research	or	novel	presentations,	but	where	bodies	are	largely	static	or	simulated,	it	is	the	authorial	communication	of	designer	vision	through	live	bodies	and	the	temporal	moment,	which	most	marks	out	the	difference	between	catwalks	and	museums	as	fashion	knowledge	spaces.	Fashion	designers	too,	draw	on	novel	ideas,	research	and	new	presentations,	yet	hold	the	commanding	position	as	primary	creators,	communicating	an	unmediated,	original	and	artistic	vision.	For	curators,	the	emphasis	is	on	being	interpretive	over	a	much	longer	term.	Additionally,	designers	control	a	much	greater	range	of	materialities	and	practices	for	the	cohesive	presentation	of	a	designer	moment,	because	every	aspect	of	a	catwalk	presentation,	from	models	to	spectator,	to	interpretive	environment,	are	in	service	to	their	vision.	Clearly,	museums	are	vastly	different	from	catwalks	as	fashion	knowledge	spaces:	their	ability	to	present	moments	of	newness,	moving	bodies	or	undiluted	designer	vision,	are	limited.	While	museums	employ	many	materialities	and	practices	to	overcome	these	challenges,	such	as	the	inclusion	of	current	season	garments,	moving	mannequins	or	oversized	visual	projections,	these	practices	cannot	convey	the	same	sense	of	presence	or	immediacy	that	is	the	designer’s	catwalk	moment.			As	fashion	knowledge	spaces,	catwalks	are	also	literally	and	symbolically	exclusive.	Access	is	difficult,	attendees	are	screened	and	present	only	by	invitation.	For	most	people,	firsthand	experience	is	not	possible.	In	this	sense,	as	Skov	et	al.	(2009)	claim,	the	presentation	of	garments	on	catwalks	“counters	the	democratic	everydayness	of	clothing	as	an	aesthetic	and	artistic	expression”	(p.	4).	For	the	museum,	this	is	a	significant	proposition	to	consider	in	terms	of	acknowledging	the	role	of	their	visitors	in	the	co-produced,	co-authored	and	co-created	expression	of	fashion,	through	replication	of	a	key	fashion	space.	Yet,	despite	the	limits	of	museum	technologies,	exhibitions	can	still	have	singular	fashion	knowledge	properties:	details	that	are	not	easy	to	observe	can	be	
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revealed	when	movement	is	not	present	(Welters	&	Lillethun,	2008,	p.	390),	and	the	opportunity	for	imaginative	strategies	be	made	available,	through	various	museum	materialities	and	practices,	which	inspire	contemplation	and	co-creation.	A	wide	range	of	other	fashion	knowledges	can	be	present	and	visitor’s	material	identities	openly	considered.	In	terms	of	engaging	fashion	knowledges,	it	is	the	curatorial	vision	that	has	the	potential	to	draw	in	a	public	and	step	beyond	the	catwalk	as	“a	narrow	bridge	to	the	future”	(Löfgren,	2005,	p.	64).	In	doing	so,	the	potential	for	a	much	richer	experience	of	fashion	knowledges	and	material	identities	can	be	made	possible.		
Conclusion:	museums	as	fashion	spaces	Museums	are	fashion	spaces.	They	have	long	mediated	fashion	knowledges	and	material	identities,	through	a	range	of	spatial	materialities	and	practices	that	share	characteristics	with	other	fashion	spaces.	From	the	ocular-centric	spaces	of	nineteenth	century	world	exhibitions,	department	stores	and	museums,	which	provided	spaces	for	the	presentation	of	fashionable	selves	within	wider	exhibitionary	complexes,	to	the	new	fashion	spaces	of	the	present,	space	has	been	used	to	secure	and	communicate	fashion	knowledges	and	material	identities.	In	considering	these	spaces,	what	is	revealed	is	that	museums	are	actively	positioned	as	just	one	of	the	sites,	through	which	fashion	knowledges	and	material	identities	are	assembled.		At	the	same	time,	museums	also	have	visitors	–	online	and	physical	–	who	are	actively	engaged	in	the	much	broader	spaces	of	fashion,	and	who	access	their	fashion	knowledges	across	various	platforms	and	fashion	knowledge	spaces	across	a	much	wider	fashion	network.	The	spaces	through	which	they	access	and	share	fashion	knowledges	or	express	material	identities,	are	not	necessarily	as	formal	as	the	spaces	available	to	those	who	work	as	curators,	and	their	ability	to	access	garments	may	also	be	limited,	meaning	their	fashion	is	likely	to	be	much	more	democratic.	It	is	the	more	democratic	spaces	of	fashion	that	have	provided	the	rich	contrast	with	the	museum	fashion	knowledge	spaces	described	above:	the	retail	windows,	streetstyle	blogs,	wardrobes	and	imagined	or	real	catwalks,	which	allow	participants	to	engage	in	materialities	and	
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practices,	such	as	flânerie,	embedded	in	their	own	rich,	fashion	knowledges	and	material	experience.	Some	of	these	spaces	also	encourage	and	allow	co-authored,	co-produced	and	co-created	fashion	knowledges,	and	where	they	do,	they	are	influential	spaces	in	the	making	of	personal	fashion	identities.			It	is	not	that	museums	are	wrong	in	terms	of	the	means	that	they	employ	to	assemble	fashion	knowledges	and	material	identities.	All	of	the	examples	described	above	were	exemplary	exhibitions	or	referred	to	exemplary	curatorial	and	collection	practices.	Rather,	it	is	that	interrogation	and	awareness	of	these	potentials	is	essential	when	considering	how	museum	fashion	knowledges	are	authored,	conveyed	and	assembled,	so	allowing	a	shift	from	authoritative	fashion	knowledges	and	didactic	experiences,	to	co-creation	in	the	making	of	personal	fashion	knowledges	and	identities.	If	museums	as	fashion	knowledge	spaces	seem	too	impermeable,	or	if	the	knowledges	presented	appear	too	concrete	or	exclusive,	they	risk	denying	the	co-authored,	co-produced	relationship	of	visitors	to	fashion,	and	the	multiplicity	of	meanings	and	relationships	to	visitors	own	complexly	networked	material	identities.	When	in	reality,	museums	as	much	as	their	visitors,	operate	within	far	greater,	more	dynamic	and	permeable	fashion	knowledge	networks	than	just	the	concept	of	fashion	space	suggests.	The	place	of	museums	in	fashion	networks	is	the	focus	of	the	next	chapter.						
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Chapter	6:	Museums	in	Fashion	Networks					
Revisiting	Frock	Stars’	fashion	networks	Who	are	the	participants	in	a	fashion	week	network?	In	Frock	Stars	this	question	was	answered	through	the	organisational	mind	map	that	portrayed	the	networked	relationships	between	the	numerous	AFW	participants.	As	noted	in	Chapter	4:	Museums	as	Fashion	Weeks,	the	case	study	of	Frock	Stars,	not	all	AFW	participants	were	included	in	the	mind	map.	While	the	mind	map	included	direct	and	indirect	participants,	such	as	construction	workers,	event	producers,	taxi	drivers,	travel	agents,	sponsors,	models,	buyers,	hair	and	makeup	artists,	publicists,	and	the	fashion	designers,	other	AFW	attendees,	such	as	VIP’s	and	celebrities,	were	not	included	[Figure	4.11].	Many	participants	located	beyond	the	spaces	of	AFW	were	included	in	the	mind	map,	yet	the	mind	map	did	not	extend	to	include	participants	from	PHM,	such	as	the	museum’s	staff	or	contractors,	who	also	expanded	the	space,	temporality	and	networks	of	AFW,	through	their	work.	Nor	did	it	incorporate	the	visitors	to	Frock	Stars,	who	were	networked	to	AFW,	through	prior	knowledge	of	the	event,	or	through	participation	in	the	fashion	knowledges,	materialities	and	practices	of	AFW,	as	assembled	in	Frock	Stars.			Fashion	weeks	are	just	one	of	the	spaces	through	which	fashion	knowledges	and	material	identities	are	assembled,	and	as	the	Frock	Stars	mind	map	demonstrates,	this	fashion	space	operates	through	broad	fashion	networks.	The	same	can	be	said	of	museums,	which	collect	garments,	present	exhibitions,	and	network	a	diversity	of	participants,	such	as	garment	donors,	project	sponsors,	fashion	industry	interviewees,	exhibition	designers,	administrators,	curatorial	researchers,	gallery	technicians,	conservators	and	digital	contractors,	for	example.	The	roles	that	they	carry	out	are	also	essential	to	how	fashion	knowledges	and	material	identities	are	assembled	within	the	museum.	These	roles	are	supported	through	further	networks	that	include	a	variety	of	non-human	actors,	such	as	exhibition	components,	garments,	props,	lighting,	sound,	
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digital	interactives,	and	so	forth.	All	of	these	human	and	non-human	participants	were	crucial	to	Frock	Stars’	realisation,	and	to	the	assembly	of	AFW	within	PHM.	Yet,	despite	being	closely	connected	to	AFW,	the	network	of	participation	realised	through	Frock	Stars	was	omitted	from	the	mind	map.	This	absence	of	acknowledgement	only	serves	to	highlight	the	often-hidden	role	of	the	museum	and	its	human	and	non-human	actors,	within	a	larger	fashion	network.			
Networks	of	fashion	cooperation	For	sociologist	Howard	Becker	(1982),	the	diversity	of	roles	that	support	creative	endeavours	are	crucial	to	their	realisation.	From	concerts	to	artworks,	literature	to	quilt-making,	Becker	has	highlighted	the	variety	of	participants	that	support	the	creation,	reception	and	recognition	of	what	makes	an	artwork.	Becker	challenges	the	notion	of	participation,	well	beyond	a	perception	of	singular	creative	genius,	and	uses	the	term	‘art	world’	to	describe	this	“network	of	cooperation”	(p.	xi),	which	extends	far	beyond	the	work	of	an	individual	artist.	Becker	gives	as	an	example,	the	role	that	Victorian	author	Anthony	Trollope’s	groom	played,	in	waking	him	early	each	day	and	bringing	him	a	cup	of	coffee,	so	that	Trollope	would	daily	commit	to	a	disciplined	period	of	writing.	He	uses	this	example	to	propose:			 An	understanding	of	the	complexity	of	cooperative	networks	through	which	art	happens,	of	the	way	the	activities	of	both	Trollope	and	his	groom	meshed	with	those	of	printers,	publishers,	critics,	librarians,	readers	in	the	world	of	Victorian	literature,	and	of	the	similar	networks	and	results	involved	in	all	the	arts	(pp.	1-2).		The	point	that	Becker’s	work	raises	is	that	recognition	of	the	varied	roles	that	form	around	creative	endeavours	should	be	expanded,	to	include	all	who	contribute	to	the	making	(suppliers,	assistants,	and	so	forth),	or	receive	the	artwork	(viewers,	readers,	and	so	forth);	who	as	a	much	a	part	of	the	work’s	realisation	as	those	who	help	validate	the	work	(critics,	commentators,	curators,	and	so	forth),	or	allow	examples	to	enter	into	public	recognition,	whether	through	libraries,	museums,	galleries,	collections,	exhibitions,	or	so	forth.			
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Leaving	aside	the	validity	of	fashion	as	an	art	form,	as	the	diversity	of	roles	in	the	mind	map	suggests,	a	similar	network	of	cooperation	exists	in	relation	to	both	museums	and	fashion.	Becker’s	(1982)	conceptual	framework	of	a	network	of	cooperation	readily	incorporates	the	heterogeneity	of	museums.	It	could	equally	apply	to	the	creative	fashion	endeavours	and	diverse	range	of	participants	who	work	towards	and	support	the	realisation	of	fashion	as	object;	as	those	who	work	towards	and	support	the	realisation	of	fashion	as	subject,	through	collection,	exhibition	and	reception	in	museums.	Taking	Becker’s	concept	of	an	art	world	as	a	participatory	network	could	thus	equally	apply	to,	and	lend	name	to,	an	inclusive	networked	fashion	world	–	a	world	of	which	museums	are	a	now	significant	part.		For	Becker	(1982),	recognition	of	what	is	art	(or	in	this	case,	fashion)	depends	on	a	“distribution	of	knowledge”	(p.	41),	and	an	understanding	of	conventions	that	are	commonly	shared.	In	following	Becker,	alongside	the	work	of	museums,	recognition	of	the	varied	roles	in	a	fashion	network	would	also	include	those	who	receive	fashion	knowledges,	use,	or	respond	to,	fashion.	As	recipients,	they	too,	are	as	much	a	part	of	the	processes	that	assemble	fashion’s	realisation,	as	the	makers	or	validators,	or	those	who	work	to	generate	fashion	knowledges	within	the	wider	fashion	network.	Through	an	understanding	of	conventions	(however	learnt)	and	their	response	to	fashion,	these	participants	also	help	to	assemble	and	make	recognisable,	the	significance	of	the	fashion	objects	that	are	produced	and	exhibited.	In	part,	this	is	what	became	apparent	in	the	previous	chapter,	through	the	examples	of	shop	windows,	streetstyle	blogs	and	wardrobes,	as	spaces	where	individuals	could	co-author	or	co-create	their	own	fashion	knowledges	and	material	identities.			These	alternate	spaces	of	fashion	challenged	the	notion	of	museums	as	isolated	spaces	of	fashion	knowledges	and	suggested	that	the	museum	and	its	visitors	were	part	of	a	much	wider	fashion	knowledge	network.	In	this,	the	museum	plays	an	important	role	as	a	node	in	a	network	that	helps	foster	associations,	between	designer	or	wearer,	object	and	audience,	for	example,	which	lends	
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formal	context	and	furthers	the	distribution	of	knowledge	about	the	fashions	that	are	exhibited.			In	this	chapter,	attention	therefore	moves	beyond	the	previous	chapter’s	focus	on	museums	as	discrete	spaces	of	fashion,	and	turns	away	from	visitors,	to	consider	how	museums	are	placed	in	networked	associations	across	the	wider	fashion	world.	By	attending	closely	to	how	others	are	interconnected	through	this	network,	it	is	possible	to	identify	a	range	of	ways	in	which	museum	materialities	and	practices	have	networked	associations	that	help	assemble	fashion	knowledges	and	material	identities.	Through	a	variety	of	case	studies,	this	chapter	sets	out	to	examine	museums	as	networked	participants,	collaborators	and	inspiration,	so	placing	museums	centrally	in	the	networked	fashion	world.		
Museums	as	active	participants	in	fashion	networks	Museums	have	perhaps	always	been	networked	entities,	working	across	time	with	multiple	donors,	collectors,	field	scientists,	staff	and	enthusiasts,	to	accumulate	and	present	diverse	collections	(Alberti,	2005,	2009;	Byrne,	et	al.,	2011;	Cameron,	2008;	Gosden,	et	al.,	2007;	Hill,	2016;	Larson,	et	al.,	2007;	Robinson,	2012).	Probably	the	earliest	example	of	a	networked	relationship	between	a	museum	and	fashion	organisation	was	the	1913	collaboration	between	V&A	and	Harrods	department	store,	discussed	in	the	previous	chapter,	which	resulted	in	the	acquisition	of	the	Talbot	Hughes	collection	of	historical	fashion.	Harrods	became	an	essential	conduit	for	the	museum:	they	purchased	the	garments	from	the	collector,	exhibited	them	alongside	current	fashions	in	their	store,	negotiated	their	transfer	to	the	museum	collection,	funded	publication	of	a	collection	catalogue	and	supported	the	museum’s	publicity	activities	(Harcourt	Smith,	1914;	Petrov,	2008;	Taylor,	2004,	pp.	114-117).	Initiated	through	the	museum	director’s	personal	network,	and	through	the	materialities	and	practices	of	Hughes	as	collector,	the	collection	was	also	tangible	evidence	of	Hughes’	network,	with	the	many	fashion	wearers,	makers	and	individuals	the	collection	was	sourced	from.	This	network	effect	was	further	extended	to	an	Antipodean	setting,	as	the	resulting	V&A	costume	court	
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went	on	to	inspire	the	fashion	chronology	at	TMAG,	with	similar	garments	lent	by	the	V&A	for	this	purpose	("Acquisitions,"	1938;	"New	exhibits	on	view,"	1938).			From	the	1970s,	collaborative	networks	between	museums	and	fashion	organisations	became	increasingly	frequent.	The	role	of	former	fashion	editor	Diana	Vreeland	is	significant.	From	1973	to	1989,	Vreeland	curated	fourteen	exhibitions	for	The	Costume	Institute	at	MMOA.	These	set	a	new	benchmark,	through	exhibitions	that	showcased	the	work	of	living	designers,	encouraged	substantial	donations,	and	brought	together	the	museum	with	fashion	media,	celebrity,	politics,	fashion	houses,	sponsors	and	fashion	retailers	(Clark	&	Frisa,	2012;	Healy,	2011;	Silverman,	1986;	Steele,	2008;	Stevenson,	2008).			Similarly	networked	exhibitions	began	to	appear	in	Australian	museums	from	the	early	1980s.	In	1981,	The	Costume	Institute’s	fashion	chronology,	Fabulous	
Fashion	1907-1967,	travelled	to	the	NGV	and	AGNSW	(Alderton,	1981;	Anthony,	1981;	"Fabulous	fashion,"	1981;	Healy,	2011;	"The	models,"	1981).	Sponsored	by	The	Australian	Women's	Weekly	and	fashion	retailers,	Sussan	Corporation,	as	magazine	articles	of	the	time	related,	numerous	participants,	including	lighting,	sound	and	retail	designers	and	technicians,	helped	assemble	the	exhibition	(Hall,	1981),	which	included	special	mannequins,	exhibition	devices	(Anthony,	1981),	an	exhibition	catalogue	and	poster	('Fabulous	fashion’,	1981;	Blum	&	Hamer,	1981).			In	1987,	an	iteration	of	a	Vreeland	exhibition,	Yves	Saint	Laurent	Retrospective,	travelled	to	AGNSW,	this	one	toured	by	the	designer,	Yves	Saint	Laurent,	and	his	company,	and	re-curated	for	AGNSW	by	Stephen	de	Pietri,	formerly	a	Vreelend	colleague	(Healy,	2011).	While	Vreeland’s	work	has	been	criticised,	for	her	lack	of	curatorial	impartiality,	historical	inaccuracies	and	celebratory	approach	to	living	designers,	such	as	Saint	Laurent,	today	her	practices	and	interests	are	much	more	commonplace	and	share	similarities	with	networked	materialities	and	practices	that	are	no	longer	so	controversial.	While	focussed	on	a	contemporary	international	designer,	the	exhibition	also	sought	to	make	
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Australian	connections,	through	catalogue	narrative	about	the	designer’s	recent	collaboration	with	airline	Qantas,	whose	staff	uniforms	Saint	Laurent	had	designed	the	year	before	(Meek,	1987).		In	New	Zealand,	this	model	of	networked	relationships	between	museums	and	fashion	organisations	was	slower	to	gain	prominence.	It	was	not	until	2000,	that	exhibitions	were	presented	with	the	support	of	the	fashion	houses	or	designers	that	they	showcased.	Early	examples	include	the	international	touring	exhibition	Gianni	Versace	(2001),	presented	at	Te	Papa	in	the	mode	of	a	blockbuster	(Gorchakova,	2017);	and	Dust	Cloak	(2000),	a	collaboration	with	the	fashion	designer	Marilyn	Sainty	at	HBMAG,	which	is	discussed	below.				This	period	marked	a	transition	in	Australasian	museums,	from	a	focus	on	historical	fashion	and	only	rare	inclusion	of	contemporary	garments,	to	a	new	mode	of	exhibition	realisation,	through	direct	relationships	between	museums	and	the	fashion	industry.	While	Te	Papa	had	occasionally	integrated	examples	of	contemporary	fashion	design	in	large	interdisciplinary	exhibitions,	such	as	On	
the	Sheep's	Back	(1998)	(Labrum,	2014),	the	relationship	with	the	designer	did	not	substantially	inflect	the	exhibition’s	content.	Occurring	somewhat	earlier	in	Australia,	from	1980	direct	relationships	with	fashion	designers	tended	to	occur	within	a	framework	of	fashion	as	art	practice.	Both	time	periods	reflected	wider	concerns,	as	the	emerging	fashion	industries	of	both	countries	became	recognised	for	their	artistic,	economic	and	identity	attributes.	The	focus	of	the	rest	of	this	chapter	is	on	these	more	recent	examples	of	museums	in	fashion	networks.		
Exhibitions	in	fashion	networks			The	above	examples	provide	early	instances	of	networked	practices	that	are	now	commonplace	between	museum	and	fashion	entities,	which	today	include	myriad	relationships	with	a	new	range	of	external	partners.	As	any	exhibition	credit	list	now	testifies,	major	fashion	exhibitions	are	today	only	assembled	with	the	support	and	cooperation	of	a	long	list	of	exhibition	sponsors	and	partners,	fashion	houses,	high	profile	lending	institutions	and	collectors.	The	
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concept	of	networks	helps	reveal	these	relationships.	For	example,	when	NGV	hosted	The	Fashion	World	of	Jean	Paul	Gaultier:	From	the	Sidewalk	to	the	
Catwalk	in	2014,	twenty-five	exhibition	partners,	donors,	sponsors	and	collaborative	organisers	were	formally	acknowledged	through	NGV	publicity	(NGV,	2014a).	These	participants	ranged	from	international	and	regional	corporations	(Mercedes-Benz,	Bank	of	Melbourne,	two	construction	companies)	to	tourism,	education,	media,	retail	and	wine	partners	(La	Trobe	University,	Westfield,	Vogue	Australia,	Melbourne	Airport,	and	others),	an	official	airline	(Qantas),	and	wealthy	individuals	with	an	interest	in	fashion	(Connie	and	Craig	Kimberley,	the	founders	of	fashion	retailers,	Just	Group).	The	exhibition	itself	was	organised	by	Montreal	Museum	of	Fine	Arts,	Québec,	in	collaboration	with	the	maison	Jean	Paul	Gaultier	(JPG),	then	translated	into	the	spaces	of	the	NGV	by	a	team	of	museum	and	installation	specialists.			The	diversity	of	actors	essential	to	the	assemblage	of	The	Fashion	World	of	JPG	was	made	apparent	in	a	behind-the-scenes	video	that	showed	the	dozens	of	networked	participants	needed	to	help	install	and	launch	the	exhibition,	through	multiple	networked	materialities	and	practices	(NGV	Melbourne,	2014).	Seen	working	alongside	the	curator	Thierry-Maxime	Loriot,	the	large	installation	team	includes	gallery	staff,	conservators,	technicians	and	contractors;	who	paint	walls,	dress	mannequins,	stitch	garments,	unpack	crates,	and	set	lighting,	audio	and	video	projections.	Unlike	films,	where	credit	lines	are	lengthy	(Becker,	1982,	pp.	7-9),	museums	usually	only	acknowledge	a	select	range	of	participants.	The	catalogue	that	accompanied	the	exhibition	was	a	rare	exception,	listing	hundreds	of	exhibition	contributors	across	five	pages	of	very	small	text	(Loriot,	2011,	pp.	8-12).	Only	hinted	at	in	the	video,	were	the	many	unseen	others,	such	as	garment	lenders,	transport	and	logistics	teams,	exhibition	couriers,	registrars	and	more,	who	were	represented	by	the	arrival	of	crates	and	the	logistics	of	bringing	all	elements	of	the	exhibition	together.	In	the	video,	with	the	exhibition	installed,	the	appearance	of	designer	Jean	Paul	Gaultier	signals	the	final	inspection.	The	film	then	segues	from	Gaultier’s	approval	of	the	galleries,	to	scenes	of	the	many	celebrities	and	performers	who	helped	celebrate	the	launch	of	the	exhibition,	alongside	the	designer.	At	this	
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point,	three	quarters	of	the	way	through	the	video,	the	music	pauses,	and	exhibition	sponsor	and	partner	logos	are	shown	(1:04-1:08).	When	the	music	resumes,	the	film	cuts	to	ordinary	visitors	exploring	the	exhibition,	apparently	some	time	after	the	opening.	The	suggestion	implied	is	that	the	technical	and	creative	work,	interspersed	with	the	support	of	the	exhibition	partners	and	sponsors,	enabled	the	result,	which	is	public	engagement.	The	effect	was	to	centralise	the	role	that	exhibition	partners	and	sponsors	played	in	mediating	the	visitors’	opportunity	to	experience	the	designer’s	creative	vision,	achieved	via	the	work	of	many,	through	the	medium	of	exhibition.	Of	course,	at	this	venue,	the	hidden	conduit	for	this	outcome	was	the	host	institution,	who	was	also	the	video	producer	[Figure	6.1].	
	
	Figure	6.1:	Stills	from	video	showing	actors	networked	through	The	Fashion	World	of	Jean	Paul	
Gaultier	(2014).	Source:	NGV	Melbourne	(2014).			Over	the	2014-15	summer,	six	major	fashion	exhibitions	were	presented	in	Australia	(Brown,	2014),	representing	multiple	similarly	networked	relationships.	Anticipated	visitor	numbers	and	the	considerable	resources	required	to	realise	such	projects	make	sponsorship	and	collaboration	lucrative	and	essential.	Like	any	sponsor	or	donor	relationship,	these	networks	are	essential	to	both	parties.	The	Fashion	World	of	JPG’s	elaborate	stage	sets,	rotating	catwalk,	media	components	and	mannequins	animated	by	video	
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projection,	could	not	be	achieved	through	ordinary	museum	resources	[Figure	6.2].	Nor	would	access	to	garments	and	objects	of	sentimental	value	to	Gaultier	(the	first	dress	he	made;	his	childhood	teddy	bear,	wearing	a	paper	brassiere	made	when	still	a	child),	be	made	available	without	the	support	of	the	designer	and	his	fashion	corporation.			
	Figure	6.2:	Still	image	of	animated	features	projected	onto	mannequin,	The	Fashion	World	of	
Jean	Paul	Gaultier	(2014).	Photographer:	Tanya	Zoe	Robinson.			Gaultier’s	business	and	social	networks	were	also	used	to	add	local	relevance,	made	tangible	through	an	introductory	mural	and	text	about	Gaultier’s	Australian	“muses”	(NGV,	2014c,	pp.	4,	221);	through	exhibited	garments	worn	by	famous	Australians	Cate	Blanchett,	Nicole	Kidman	and	Kylie	Minogue;	and	through	Gaultier’s	consequent	gift	of	a	dress	worn	by	Kidman	to	the	NGV	collection	(Tucker,	2014).	These	networks	were	emphasised	through	publicity	focussed	on	Gaultier’s	celebrity	friendships,	drawn	together	through	collecting	statements,	which	Latour	(2007,	pp.	221-232)	proposes	connect	sites	in	networks,	such	as	Gaultier’s	statement	that:		
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Preparing	this	exhibition	I	have	realised	how	strong	my	ties	to	Australia	are	–	Nicole	Kidman	was	my	first	couture	client;	Kylie	is	a	dear	friend	and	I	have	had	the	pleasure	of	working	closely	with	her	on	her	tours.	I	have	also	been	working	for	many	years	with	models	Gemma	Ward,	Catherine	McNeil,	Jarrod	Scott,	and	the	list	goes	on.	The	people	are	what	make	this	country	great	and	you	Australians	certainly	excel!	(NGV,	2014b,	emphasis	in	original).				
Networks	of	fashion	knowledges	and	branded	material	identities	Following	the	actors	reveals	how	networks	of	cooperation	between	sponsors,	fashion	industry	participants,	individuals	and	institutions	become	linked,	through	association	within	the	exhibition	project.	These	collaborative	networks	are	important	to	sponsors	and	fashion	industry	participants.	As	van	Maanen	(2009)	has	explained,	“when	actors	enter	into	new	connections	they	are,	in	principle,	changing”	(p.	86).	As	curator	and	fashion	theorist	José	Teunissen	(2014)	has	identified:			 For	avant-garde	fashion	designers,	the	museum	or	gallery	appears	to	be	a	necessary	component	in	their	fashion	brand’s	strategy;	the	world	of	the	brand	is	complete	and	shown	to	its	advantage	when	it	appears	in	a	museum	or	gallery	in	all	its	manifestations	(p.	42).		For	fashion	organisations,	being	associated	with	a	museum	fashion	project	means	attributes	associated	with	that	project	are	networked	through	the	museum,	to	museum	visitors	and	other	participants,	augmented	by	the	cultural	position	that	museums	provide	as	authorities	within	the	field	of	cultural	production	(Bourdieu,	1993c).	The	museum	is	thus	a	point	in	a	network	that	returns	value,	and	in	exchange	communicates	value,	for	sponsors	and	fashion	industry	participants	alike.	It	aids	in	a	distribution	of	knowledge	about	sponsors	and	fashion	brands,	through	the	recognised	conventions	of	museums,	such	as	the	launch	party,	media	opportunities,	public	programmes,	techniques	of	display,	and	so	forth.	The	Fashion	World	of	JPG	extensively	replicated	signature	features	of	the	Gaultier	brand	(the	Breton	stripe,	1950s	corsetry,	punk,	Parisian	iconography),	such	that	the	whole	worked	together	to	showcase	the	networked	significance	of	the	designer,	in	a	clever	and	immersive	spectacle	in	service	to	the	designer’s	vision	and	brand	recognition.	Gaultier	is	a	highly	regarded	fashion	
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industry	participant	with	extensive	networks	but	museums	share	a	different	set	of	relations.	By	bringing	together	these	various	participants,	the	museum	brings	new	actors	into	the	participatory	network	and	distribution	of	fashion	knowledges,	realised	through	the	networked	materialities	and	practices	assembled	in	the	museum.			For	the	variety	of	exhibition	participants,	the	opportunity	to	be	networked,	through	both	museum	and	fashion,	creates	an	entry	point	to	new	audiences	and	potential	customers.	Luxury	fashion	brands	regularly	adopt	museum-like	practices	at	retail	(Joy,	et	al.,	2014),	so	their	presence	within	the	museum	provides	an	opportunity	to	reinforce	those	knowledge	associations.	To	return	to	Revel’s	(2012)	quote	used	in	the	introduction	to	this	thesis,	for	a	fashion	house:		 The	price	of	an	exhibition	ticket	provides	entry-level	access	to	a	high-end	[fashion]	label,	and,	more	crucially,	educates	new,	aspirational	customers	(¶4).		For	the	subject	of	the	exhibition,	the	promotion	of	fashion	knowledges	is	central.	Exhibitions	act	in	much	the	same	way	as	other	points	of	brand	engagement,	to	build	brand	awareness,	communicate	brand	values	and	share	in	brand	aspiration	(Hines	&	Bruce,	2007),	as	well	as	helping	to	reproduce	the	charismatic	authority	of	the	designer	(Dion	&	Arnould,	2011).	The	identity	of	a	brand	and	the	personal	identity	of	individuals	are	inextricably	linked	through	consumption	(Belk,	1988).	Through	access,	even	if	not	purchase,	fashion	exhibitions	help	to	develop	these	associations,	and	potentially	augment	and	reach	material	identities	based	in	fashion,	across	a	variety	of	participants	in	the	exhibition	network.			Identity	is	important	in	these	relationships.	In	The	Fashion	World	of	JPG,	didactic	panels	emphasised	the	significance	of	the	designer,	his	creation	of	“new	classics”	(NGV,	2014c,	p.	40),	his	inventiveness,	social	and	political	relevance,	and	the	recognisability	of	his	label	(NGV,	2014c,	p.	3).	Despite	it	being	likely	that	few	visitors	would	own	his	exclusive	garments,	Gaultier’s	designs	were	also	
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linked	to	visitor’s	material	identities,	or	at	least	their	potential,	through	his	fashions.	As	the	exhibition	introduction	proclaimed:		 Gaultier	offers	an	open-minded	vision	of	society;	his	is	a	crazy,	sensitive,	funny,	sassy	world	in	which	everyone	can	assert	his	or	her	own	identity	(NGV,	2014c,	p.	3).		For	networked	participants,	themes	of	identity,	creativity	and	networked	relationships,	present	valuable	associations	in	pursuit	of	new	audiences	or	customers.	For	participants	in	the	museum	fashion	network,	these	themes	encourage	fashion	knowledges	and	carry	potential	to	connect	with	individual’s	material	identities.	It	is	the	museum,	however,	that	remains	central	to	the	distribution	of	these	potentials,	as	it	connects	the	organising	institute,	fashion	house	and	designer,	exhibition	partners	and	sponsors,	with	visitors.	In	this	sense,	as	van	Maanen	(2009,	pp.	143-144)	has	described,	the	museum	acts	as	a	translation	centre	that	enables	an	aesthetic	event,	in	which	museum	materialities	and	practices	of	space,	garments,	text	panels,	didactic	and	interpretive	material,	as	well	as	fashion	objects,	are	networked	with	sponsor	and	fashion	industry	participants,	and	enabled	to	meet	with	the	museum	visitor.	Together,	these	act	to	support	the	distribution	of	fashion	knowledges	and	connect	with	new	material	identities.	In	this	sense,	as	van	Maanen	suggests,	these	fashion	objects	would	not	exist	in	the	same	way,	for	both	individuals	or	those	within	the	wider	fashion	assemblage,	without	the	museum	and	its	networks.			
Convergent	projects	and	direct	collaborations	A	second	type	of	networked	relationship	is	evident	where	projects	distinct	to	one	network	are	incorporated	within	another.	Aspects	of	these	relationships	were	present	in	The	Fashion	World	of	JPG,	such	as	in	the	JPG-themed	café	and	pop-up	shop	sited	at	the	exhibition	exit,	where	the	maison’s	retail	objectives	were	transferred	within	the	museum,	through	branded	retail.	The	convergent	projects,	discussed	below,	present	networked	relationships	that	borrow	and	merge	materialities	and	practices	between	museums	and	fashion	participants.	Examples	that	center	on	fashion	organisations,	events	and	branded	retail	are	
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discussed	first,	followed	by	case	studies	of	direct	collaborations,	which	provide	an	even	more	intimate	set	of	relations.		
Convergent	projects:	fashion	organisations,	events	and	branded	retail	In	brief,	examples	of	organisations	that	present	convergent	museum	fashion	projects	include	fashion	houses	that	develop	museums	to	focus	on	their	own	brand	and	product	history	(Rectanus,	2002,	pp.	171-212);	or	that	provide	financial	support	for	their	own	corporate	art	museums	and	galleries,	art	foundations,	curatorial	or	art	commissions	and	competitions	(Budnarowska	&	Marciniak,	2016;	Oakley	Smith,	2011).	Over	the	past	two	decades,	major	fashion	houses,	such	as	Gucci,	Louis	Vuitton,	Prada	and	Valentino,	have	all	included	such	projects	within	their	businesses	(Fondazione	Prada,	2014;	Goldberger,	2014;	Martin,	2015;	Payne,	2014;	Revel,	2012;	Ryan,	2007,	2012).	These	projects	appear	laudable	but	have	also	been	described	by	observers	as	surprisingly	generic	(Belk,	1994,	pp.	122-129;	Jones,	2015).	Likely	because	these	projects	sit	within	each	fashion	house’s	larger	business	strategy,	they	predominantly	work	to	promote	brand	recognition	and	to	uphold	a	sense	of	continuity	and	temporal	depth,	within	an	industry	focussed	on	short	fashion	cycles.	Through	their	focus	on	new	buildings	and	renowned	architects,	such	collaborations	also	evidence	convergent	relationships	between	architecture	and	fashion	(Anderson,	Nobbs,	Wigley,	&	Larsen,	2010;	Crewe,	2010;	Lipovetsky	&	Manlow,	2009;	Oakley	Smith	&	Kubler,	2013b;	Quinn,	2009;	Robertson,	2009).		Other	convergent	relationships	treat	exhibitions	as	fashion	events	(Williams,	Laing,	&	Frost,	2014),	or	include	museum	programmes	within	a	series	of	fashion	events.	A	now	common	example	being	during	fashion	weeks,	when	fashion	exhibitions,	lectures,	film	screenings,	sample	sales	or	catwalk	shows,	are	hosted	by	museums	and	timed	to	coincide	with	a	wider	fashion	week	event	programme	(Di	Trocchio,	2012;	Goodrum,	2005a;	Healy,	2010;	iD	Dunedin	Fashion	Week,	2013,	2018;	Weller,	2011,	p.	177);	just	as	the	launch	of	Frock	Stars	was	timed	to	coincide	with	AFW	2010.	Convergent	projects	are	also	reflected	in	branded	retail	items,	such	as	postcards	and	fridge	magnets,	publications	or	garments,	which	often	accompany	fashion	exhibitions.		
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	The	pop-up	shop	presents	a	more	complete	branding	strategy	(Lassus	&	Freire,	2014;	Surchi,	2010),	which	within	a	museum	offers	temporary	concession-style	retail.	Examples	include	the	JPG	pop-up	shop,	noted	above,	and	the	Commes	des	
Garçons	‘Pocket’	shop,	during	the	Future	Beauty:	30	Years	of	Japanese	Fashion	(2014)	exhibition	at	GOMA	[Figure	6.3].	In	this	case	the	concession	was	doubly	convergent,	as	Commes	des	Garçons	is	the	fashion	brand	credited	as	first	to	conceive	this	retail	and	marketing	strategy	(Schwedt,	Chevalier,	&	Gutsatz,	2012,	pp.	89-91).	The	pop-up	shop	provides	more	than	an	opportunity	for	increased	sales.	It	also	presents	a	coherent	representation	of	a	fashion	brand’s	signature	materialities	and	practices,	through	its	retailed	objects	and	display	technologies.	It	provides	an	opportunity	to	deliver	the	brand	experience,	in	a	format	that	typically	carries	associations	of	exclusivity,	style	and	insider	fashion	knowledges,	through	word-of-mouth	promotion	and	the	urgency	of	a	brief	opportunity	to	secure	purchase,	due	to	temporary	and	often	unexpected	locations	(Surchi,	2010).	Additionally,	the	context	of	the	purchase,	through	its	availability	in	the	museum	environs,	can	enhance	the	perceived	significance	of	purchasable	fashion	objects,	by	association	with	the	exhibition	or	museum	experience.	Through	the	memory	association	of	the	purchase,	items	can	become	souvenirs	of	the	experience	(Joy,	et	al.,	2014,	p.	351;	Stewart,	1984).			
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	Figure	6.3:	Comme	des	Garçons	‘Pocket’,	GOMA.	Photographer:	Tanya	Zoe	Robinson.			For	Rectanus	(2002,	pp.	171-212),	such	networked	projects	present	“a	convergence	of	interests	between	museums,	corporations,	foundations	and	governments”	(p.	172),	made	evident	through	a	“blurring	of	functional	boundaries”	(p.	17),	where	museum	materialities	and	practices	are	adopted	or	devolved	through	networked	relationships;	or	where	the	interests	of	corporate	and	non-profit	institutions,	such	as	museums,	are	converging.	Rectanus	has	found	these	practices	where	entities	“either	share	or	assume	functions	previously	within	the	domain	of	their	partners”	(p.	193),	and	cites	other	examples,	such	as	hosting	fashion	events,	gifting	free	samples	or	drawing	on	celebrity	endorsement	to	promote	fashion	exhibitions.	While	these	examples	are	significant,	even	closer	collaborations	occur	when	fashion	designers	are	invited	to	make	direct	interventions	within	museums.		
Direct	collaborations:	museums	and	fashion	working	together	While	exhibitions	such	as	The	Fashion	World	of	JPG	arrive	ready	to	install	at	a	host	museum,	a	different	type	of	networked	relationship	occurs	when	fashion	designers	are	invited	to	make	direct	interventions	through	engagement	with	
 144 
museum	collections	or	interact	through	museum-type	practices	at	host	institutions.	An	example	was	the	exhibition	Dust	Cloak,	presented	first	at	HBMAG	in	2000,	and	then	Auckland	Art	Gallery,	Auckland,	in	2003.	For	this,	the	fashion	designer	Marilyn	Sainty	worked	with	photographer	Deborah	Smith,	to	develop	an	installation	that	made	reference	to	Sainty’s	inspiration	and	design	practices,	and	to	the	significance	of	clothing	as	a	protective	medium.	Toiles	and	partially	made	garments	were	hung	from	the	ceiling,	alongside	evocative	objects	and	photography	[Figure	6.4].	This	created	a	space	designed	to	personalise	and	emotively	extend	the	work	of	the	designer,	giving	a	sense	that	Goodrum	(2005a)	described	as	“moody	and	meditative”	(p.	90).	Sainty’s	commercial	designs	are	largely	conventional,	yet	these	garments	were	presented	as	reminiscent	and	fragile	artworks.	Nostalgic	themes	of	youthful	joy	and	pain,	friendship	and	loss,	were	conveyed	through	objects	such	as	peg	dolls,	a	‘wish	tree’	inspired	by	the	children’s	book	Miss	Happiness	and	Miss	Flower	by	Rumer	Godden	(1960),	music	and	a	tiny	catalogue	(105h	x	75w	mm),	which	further	spoke	to	childhood	influences	and	helped	provide	context	for	the	designer’s	inspiration	(‘Dust	Cloak’,	2000;	Sainty	&	Smith,	2000;	Smith	&	Clarke,	2005).	The	effect	was	to	create	a	sense	of	referenced	heritage	and	to	draw	direct	links	between	personal	histories,	fashion,	materiality	and	identity.			
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	Figure	6.4:	Dust	Cloak	(2000).	Image:	Auckland	Art	Gallery	Toi	o	Tamaki.				A	later	exhibition,	Au	Revoir	Marilyn	Sainty	(2005)	held	at	Objectspace,	Auckland,	conveyed	similar	objectives,	bringing	together	forty	years	of	Sainty’s	output,	through	garments	lent	by	owners,	who	also	provided	short	quotes	marking	the	significance	of	the	garment	for	the	wearer	and	their	associates	(Objectspace,	2005;	Smith	&	Clarke,	2005).	This	very	simple	installation,	with	garments	placed	on	mannequins	scattered	throughout	the	space,	championed	the	place	of	Sainty’s	work	as	sentimental	design	objects,	and	as	a	consequence,	also	made	reference	to	the	close	relationship	between	fashion	and	identity	for	wearers.	Objectspace	director	Philip	Clarke	(2005),	related	how:			 Meeting	a	number	of	lenders	has	helped	me	to	better	develop	my	understanding	of	Marilyn’s	clothes	as	design	objects.	Clearly	they	appeal	and	attract	people	that	enjoy	both	the	largeness	and	detail	of	life.	And	as	many	of	the	stories	recount,	wearing	Marilyn	Sainty	garments	make	their	wearers	confident	and	happy,	more	themselves	(¶3).		Again,	the	nostalgic	and	personal	connections	of	wearers	to	fashion	was	the	emphasis,	with	both	exhibitions	working	to	secure	the	place	of	Sainty	in	New	
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Zealand’s	fashion	design	history;	an	unusual	opportunity	for	a	designer	with	an	almost	exclusively	local	audience.				In	Australia,	the	interventions	of	fashion	design	duo,	Anna	Plunkett	and	Luke	Sales,	known	as	Romance	Was	Born	(RWB),	provide	two	further	examples	of	museum	fashion	collaborations.	RWB	are	known	for	their	vivid	and	theatrical	use	of	colour	and	pattern,	“outlandish	designs	and	theatrical	catwalk	shows	...	kitsch	and	creativity”	(Vogue	Australia,	2015,	¶2-4),	as	well	as	visible	craftedness	and	local	referencing	(Gray,	2012b,	pp.	60-66;	2013,	pp.	69-70).	Their	bright	and	spontaneous	use	of	colour	and	playful	irreverent	sense	of	fashion	make	RWB	ideal	candidates	for	collaborative	interventions.	In	2012	their	designs	were	presented	in	an	installation	titled	The	Bride,	The	Ship	&	The	
Wardrobe:	Romance	Was	Born	Meets	William	Johnston,	at	The	Johnston	Collection’s	Fairhall	House	Museum,	Melbourne,	where	RWB	ensembles	were	displayed	on	mannequins,	alongside	small	sculptural	works	and	interventions	by	artist	Kate	Rohde.	Placed	throughout	the	rooms	of	the	historic	house,	the	juxtaposition	of	the	vibrant	garments	introduced	an	element	of	lived	disorder	into	the	spaces,	at	the	same	time	reflecting,	and	thus	emphasising,	the	sumptuousness	of	the	collection	and	interior	[Figure	6.5].	Furthering	the	visual	relationship	between	inspiration	and	output,	the	house	museum	became	a	reference	point	for	RWB’s	following	collection,	‘Lil	Lord	Fauntleroy’	(Autumn-Winter	2013),	which	featured	prints	reproduced	from	patterns	and	objects	found	in	the	house	museum’s	collection	(Pickett,	2013;	RWB,	2013).		
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	Figure	6.5:	‘Crafternoon’	section,	The	Bride,	The	Ship	&	The	Wardrobe	(2012).	Image:	Ben	Cordia,	The	Johnston	Collection.				A	second	immersive	intervention,	Express	Yourself:	Romance	Was	Born	for	Kids,	was	presented	at	NGV,	over	the	Summer	of	2014-2015	[Figure	6.6].	Here,	RWB	garments	were	presented	alongside	artworks	and	objects	from	the	NGV	collections,	chosen	by	the	designers	for	their	personal	or	design	resonance,	and	to	create	immersive,	theatrical	spaces	appealing	to	children.	The	exhibition	invited	visitors	to:		 Take	a	magical	journey	with	Australian	fashion	designers	Anna	Plunkett	and	Luke	Sales	of	Romance	Was	Born,	and	be	inspired	by	their	creative	vision	and	childhood	experiences	of	growing	up	in	regional	Australia	(NGV,	2015a,	p.	1).		Visual,	textual	and	material	links	were	drawn	between	the	designer’s	childhoods,	influences,	design	inspiration,	and	fashion	garments.	These	were	then	linked	back	to	RWB	fashion	collections,	which	often	utilise	Australian	iconography,	through	references	to	the	Australian	bush,	adventure	movies,	children’s	books	and	toys,	as	reflected	in	themes	of	RWB	seasonal	collections,	including	‘Regional	Australia’	(Spring-Summer	2006),	‘The	Oracle’	(Spring-
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Summer	2011),	‘Bush	Magic’	(Autumn-Winter	2015)	and	‘Cooee	Couture’	(Collection	1,	2015).		
	Figure	6.6:	‘Bush	Magic’	section,	Express	Yourself	(2014).	Photographer:	Tanya	Zoe	Robinson.			The	diversity	of	objects,	and	the	stories	presented	about	them,	worked	to	secure	locally	referenced	fashion	knowledges	for	a	much	younger	audience.	They	emphasised	the	designer’s	Australian	identity	and	by	familiarity	of	association,	the	fashion	knowledges	and	material	identities	of	visitors,	adult	and	child	alike.	Statements	about	identity	were	tangibly	shared,	through	the	inclusion	of	Plunkett	and	Sales	“favourite	toys	from	childhood	and	objects	that	are	familiar	or	appealing	to	children	growing	up	in	Australia”	(NGV,	2015a,	p.	34).	In	contrast,	for	example,	to	the	‘pocket	collection’	project	at	AWMM,	where	objects	were	chosen	by	children	for	the	Wild	Child	(1999)	exhibition	(Rudman,	1999;	Townsend,	2008,	pp.	68-70;	2012,	pp.	48-49),	Express	Yourself	offered	a	representation	of	childhood	by	adults	(Brookshaw,	2009),	as	imagined	through	the	curatorial	lens	of	two	fashion	designers.	This	became,	through	the	use	of	
RWB’s	signature	imagery	and	fashion	iconography,	a	means	to	convey	the	shared	and	contextual	significance	of	the	designer’s	work	for	visitors.	From	
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drawing	on	Australian	and	childhood	references	in	their	fashion	design	work,	these	designers	presented	Australian	fashion	knowledges	and	material	identities	through	museum	materialities	and	practices,	as	well.		
Convergent	fashion	projects	through	direct	collaborations	In	the	examples	above,	convergent	projects	took	place	through	direct	collaboration	and	a	blurring	of	functional	boundaries,	where	fashion	designers	and	their	collaborators	took	on	curatorial	roles	and	helped	to	interpret	their	own	works,	objects	of	material	culture,	themes	of	identity,	fashion	knowledges	and	museum	collections.	These	museums	opened	up	their	spaces	and	collections	for	reinterpretation	within	each	designer’s	vision,	and	allowed	the	designers	to	showcase	their	garments,	creative	inspiration	and	contextual	influences	to	new	audiences.			Projects	such	as	these	present	a	new	kind	of	networked	relationship	between	museums	and	fashion	industry	participants.	In	this,	what	is	most	notable	about	the	above	collaborations,	is	the	way	in	which	the	designer’s	chose	(or	were	invited)	to	present	themselves	within	these	projects.	As	each	of	the	examples	above	demonstrates,	the	designer’s	creative	inspiration	and	contextual	influences	were	a	significant	concern	within	their	installations.	This	is	quite	different	to	presenting	fashion	objects	as	artworks	or	the	ways	in	which	artists	typically	collaborate	on	similar	projects	(Barrett	&	Millner,	2014).	Whereas	for	artists,	exhibitions	are	typically	used	to	present	enquiry	through	practice,	for	these	fashion	designers,	these	exhibitions	were	used	to	contextualise	their	fashion	practice.	This	significant	difference	changes	the	type	of	knowledge	that	is	communicated	through	exhibition,	and	also	shifts	the	material	relationship	to	identity.	In	the	examples	above,	the	role	of	fashion	to	identity	was	not	questioned	but	demonstrated	and	reproduced	as	a	fact	within	the	exhibitions.	The	exhibitions	served	to	enrich	understanding	of	the	designer’s	practice	by	emphasising	the	relevance	of	their	work	to	universal	experience,	personal	identity,	local	design	influence	and	creative	expression:	an	interpretive	mode	that	in	itself	did	not	mean	that	the	garments	became	art	within	this	setting,	despite	their	borrowed	modes	and	the	potential	for	shared	experiences	with	
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their	audience.	How	fashion	is	presented	as	art,	through	more	ephemeral	networks,	is	the	subject	of	the	next	section.			
Ephemeral	networks	between	museums	and	fashion	Perhaps	the	most	widespread	and	quotidian	way	in	which	fashion	and	museums	merge	are	through	ephemerally	networked	materialities	and	practices.	These	are	evidenced	through	an	emphasis	on	the	artistic	attributes	of	fashion,	the	use	of	references	to	museums	in	fashion	events	and	media,	or	through	the	adoption	of	museum-like	practices	by	the	fashion	industry.	While	examples	of	these	are	often	less	tangible	than	those	described	above,	they	are	no	less	significant	and	reinforce	the	centrality	of	museums	within	fashion	networks.	Examples	include	debates	centered	on	connections	between	art	and	fashion;	visual	references	in	fashion	marketing;	and	museum-style	practices	in	luxury	fashion	retail.			
Museums	in	networks	between	art	and	fashion	worlds	Much	has	been	made	of	the	links	between	art	and	fashion.	Discussion	has	centred	primarily	on	collaborations	between	artists	and	fashion	design	houses;	visual	correspondences,	definitions	and	similarities	in	practice;	and	the	place	of	fashion	within	museum	environs	(English,	2010;	Geczy	&	Karaminas,	2011,	2012;	Kim,	1998;	Mackrell,	2005;	Miller,	2007;	Oakley	Smith	&	Kubler,	2013a;	Stern,	2004).	At	its	most	simple,	both	art	and	fashion	share	an	intertwined	history,	sense	of	creative	expression	and	desire	to	communicate	visually,	and	the	commercial	relationships	between	both	are	perpetual	(Geczy,	2015;	Taylor,	2005).			The	networks	between	art	and	fashion	provide	much	of	the	argument	that	both	are	closely	related.	Pedroni	and	Volonté	(2014)	provide	a	useful	overview	of	art-fashion	networks	by	dividing	debate	into	three	areas,	across	objects,	people	and	practices,	or	institutional	settings.	They	suggested	that	investigations	have	focussed	on	attributes	of	innovation,	uniqueness,	rarity,	lack	of	utility,	and	stylistic	movement	or	context	(attributes	of	the	object	–	is	it	art?);	matters	of	credibility,	artistic	behaviour	or	temperament,	and	modes	of	presentation	
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(attributes	of	people	and	practice	–	are	fashion	designers	artists?);	and	rarely	discussed,	the	institutional	setting.	While	it	is	not	the	purpose	of	this	thesis	to	examine	the	first	two	arguments	in	detail,	it	is	important	to	recognise	that	much	in	these	debates	has	been	prompted	by,	and	remains	intimately	related	to,	the	presence	of	fashion	within	museums	and	particularly,	the	appropriateness	of	fashion’s	inclusion	within	art	museum	environs	(Kim,	1998;	McNeil,	2014).	A	seminal	case,	was	a	special	issue	of	MMOA	Bulletin	devoted	to	the	question,	“Is	fashion	an	art?”	(MMOA,	1967,	p.	129),	published	in	1967	to	accompany	The	Costume	Institute’s	exhibition	The	Art	of	Fashion.	The	exhibition	included	both	artworks	and	historical	and	contemporary	fashion	garments	to	examine	this	question,	notably	at	a	time	contemporaneous	with	similar	questions	about	art	(English,	2010,	p.	82).			In	Australasia,	such	questions	became	equally	pressing.	The	purchases,	in	1973	and	1976,	by	the	Australian	National	Gallery,4	Canberra,	of	costumes	designed	by	artists	for	the	Ballets	Russes,	provided	a	pragmatically	economical	way	for	that	gallery	to	purchase	works	by	well-known	European	artists,	during	a	collection	development	phase,	prior	to	opening	in	1982	(Barrett,	Obie,	&	Wild,	2010).	At	the	same	time,	the	museum	made	its	first	purchase,	in	1976,	of	international	historical	fashions,	many	of	which	were	later	shown	in	the	fashion	chronology,	Dressed	to	Kill:	100	Years	of	Fashion	(1993),	which	also	placed	emphasis	on	the	theme	of	fashion	as	art	("Dressed	to	kill,"	1993;	Leong,	1994).			In	1980,	curator	Jane	de	Teliga’s	groundbreaking	exhibition,	Project	33:	Art	
Clothes,	AGNSW,	would	lead	a	decade	of	Australasian	exhibitions	that	placed	contemporary	and	conceptual	fashions	within	major	museums	and	galleries,	and	helped	define	fashion	within	art	contexts	(de	Teliga,	1980;	Douglas,	2010,	pp.	138-140;	English,	2010,	p.	89;	Gray,	2012b,	pp.	23-25;	Healy,	2007,	p.	33;	Jocic,	2012).	This	period	included	exhibitions	in	Australia,	such	as	Image	Codes:	
Art	About	Fashion	(1985),	Linda	Jackson	and	Jenny	Kee:	Flamingo	Park	and	Bush	
Couture	(1985),	Australian	Art	Clothing	(1986),	Plastic,	Rubber	and	Leather:	
																																																								4	Since	1992,	known	as	National	Gallery	of	Australia.	
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Alternative	Dress	and	Decoration	(1986),	Art	Knits	(1988),	Australian	Fashion:	
The	Contemporary	Art	(1989)	(de	Teliga,	1986;	McPhee,	1985,	1986;	Powles,	2018);	and	in	New	Zealand,	Art	Clothing	(1981)	and	Dressart	(1990)	('Closet	Artists',	1982;	‘Dressart	File’,	1990;	‘Hawke's	Bay’,	1990).	These	exhibitions	also	began	to	impact	collections,	with	garments	from	Project	33	the	first	contemporary	fashions	to	enter	the	Australian	National	Gallery	and	PHM	collections	(Douglas,	2010,	p.	140;	Healy,	2007,	pp.	36,	n.11).		Particularly	well-documented	in	Australia,	these	garments,	often	by	young	art	school	and	fashion	design	graduates	(de	Teliga,	1980),	brought	together	a	range	of	art-related	questions,	bridging	craft	practice,	sexual	politics,	Australian	identity	and	iconography,	and	the	use	of	alternate,	ephemeral	materials	(Berry,	2012;	Cochrane,	1998;	English,	2010;	Gray,	2010,	2012b;	Healy,	1987,	2007;	Maynard,	1999b,	2000a,	2012).	While	aspects	of	the	designs	sat	within	a	mainstreaming	of	punk	and	new	romantic	movements	(McPhee,	1986),	the	knitted	garments	also	resonated	with	popular	accessible	fashion,	through	widely	distributed	knitting	books	and	patterns	that	allowed	home	knitters	to	copy	the	styles	(Jackson,	1987;	Kee,	1988).			In	Australia,	the	art-fashion	exhibitions	presented	a	concentrated	period	of	enquiry	around	national	identity.	As	Gray	(2010)	has	related,	by	1989,	
Australian	Fashion:		Supported	by	the	Australia	Council	and	nurtured	in	the	atmosphere	on	the	[1988]	Bicentenary,	may	be	seen	as	the	celebratory	concluding	emblem	of	the	Australiana	trend	in	Australian	fashion	(p.	186).		Exceptions	did	continue,	through	Ken	Done	and	Mambo	leisure	wear,	Qantas	and	Olympic	uniforms,	and	a	later	revisioning	of	Australian	themes	by	RWB,	but	largely,	by	the	1990s	fashion	was	less	likely	used	to	express	local	identity	through	design	iconography	(Berry,	2013;	Gray,	2010,	pp.	155-157;	2013;	Maynard,	2012,	pp.	151-152).			
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In	New	Zealand,	Maynard	(2012)	has	described	how	“wearable	art	took	a	particular	turn	in	the	1980s”	(p.	149),	through	an	annual	competitive	event,	known	as	the	New	Zealand	Wearable	Art	Awards.	The	concept	of	wearable	art	today	presents	as	a	distinct	and	flourishing	theatrical	costume	practice,	with	its	own	museums,	events	and	exhibitions	(Maynard,	2012,	pp.	148-150),	such	as,	
The	WOW	Factor:	25	Years	in	the	Making	(2013)	and	WOW®	World	of	Wearable	
Art™	(2014).			Later	exhibitions	that	placed	fashion	within	art	contexts,	were	realised	through	collaborations	between	fashion	designers	and	artists,	such	as	Material	Evidence:	
100	Headless	Woman	(1997),	where	New	Zealand	artist	Julia	Morrison	worked	with	Australian	fashion	designer	Martin	Grant,	to	present	a	series	of	installations	based	on	the	elongated	form	of	dresses	(Pitts,	1997).	Others	have	played	upon	visual	synergies,	such	as	The	Art	of	Wool	(2015)	exhibition,	which	placed	contemporary	garments	alongside	artworks.	Whether	through	direct	or	indirect	networks,	fashion	in	these	contexts	does	not	otherwise	fit	within	the	practice	of	the	artists.		The	art-fashion	debate	is	now	little	queried	in	museums.	As	NGV	curator	Katie	Somerville	has	observed,	visitors	at	major	galleries	now	expect	to	see	fashion	on	view,	and	while	“fashion	has	played	a	powerful	role	in	popularizing	the	traditional	art	space”	(cited	in	Oakley	Smith	&	Kubler,	2013a,	p.	179),	it	is	more	likely	to	be	present	in	these	spaces	within	a	narrative	that	emphasises	its	own	credentials.			While	in	Becker’s	(1982)	terms,	art	worlds	and	fashion	worlds	would	each	require	a	different	set	of	understood	conventions,	it	is	possible	that	a	special	set	of	conventions	is	required	for	understanding	fashion	within	museums.	Knowledge	of	these	conventions	is	certainly	assumed	when	fashion	designers	borrow	from	museum	materialities	and	practices	for	brand	marketing.		
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Museum	materialities	and	practices	in	fashion	marketing		References	to	museums	in	fashion	media,	and	the	use	of	museum-style	materialities	and	practices	in	luxury	fashion	retail,	present	common	borrowings	that	help	to	further	unravel	ephemerally	networked	relationships	between	fashion	organisations	and	museums,	as	seen	in	the	promotional	fashion	shoot,	in	the	previous	chapter	[Figure	5.2].	Another	example	is	the	Vivienne	Westwood	‘Gold	Label’	Spring-Summer	2013	advertising	campaign,	shot	by	fashion	photographer	Juergen	Teller,	in	the	Kunsthistorisches	Museum,	Vienna.	This	featured	the	designer	Vivienne	Westwood,	her	partner	Andreas	Kronthaler	and	model	Kate	Moss,	alongside	garments	and	accessories	designed	by	Westwood,	and	artworks	from	the	museum	collection.	The	placement	in	an	art	museum	was	conveyed	through	the	presence	of	hanging	wires,	didactic	labels	and	velvet	rope	barriers,	as	much	as	through	the	acknowledging	text	that	ran	up	the	side	of	the	image	[Figure	6.7].	Against	usual	museum	practice,	the	inappropriately	stark	white	flash	reflected	in	the	paintings	(a	conservation	issue	due	to	high	light	levels)	and	the	ironic,	perhaps	disrespectful,	juxtapositions	between	the	casualness	and	irreverence	of	the	sitters	and	the	museum	location,	echo	common	features	of	other	Westwood-Teller	campaigns,	which	often	sardonically	contrast	location	and	sitter.5	While	the	use	of	a	museum	location	may	appear	at	first	to	have	significance,	other	campaigns	have	used	similar	contrasts,	to	locate	Westwood,	her	collaborators	and	high	fashion	garments	alongside	decontextualised	antiques	(Fall-Winter	2012-13),	within	a	generic	impoverished	Africa	(Fall-Winter	2011-12),	on	a	camping	trip	and	visit	to	a	laundromat	(Spring-Summer	2009),	and	other	equally	candid	or	uncanny	settings.				 	
																																																								5	See,	http://www.viviennewestwood.com/	
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	Figure	6.7:	Scan	of	Vivienne	Westwood	‘Gold	Label’	Spring-Summer	2013	campaign.				Similarly,	in	2013,	Karl	Lagerfeld,	head	designer	for	the	Chanel	fashion	house,	presented	the	coming	season’s	Spring	2014	‘Ready-to-Wear’	fashion	collection	within	a	set	designed	to	look	like	a	stylised	art	gallery.	Here,	models	walked	the	length	of	a	mock	gallery	alongside	‘artworks’,	conceived	by	the	designer	in	a	range	of	recognisable	artist’s	styles	(Bowles,	2013).	Each	artwork	incorporated	aspects	of	the	Chanel	logo	or	signature	product	features	(quilting,	chains,	the	
No.5	perfume	bottle,	or	double	‘C’	logo);	with	the	whole	augmented	the	following	year	by	the	publication	of	an	‘exhibition	catalogue’	(Lagerfeld,	2014).			While	at	the	time,	this	event	too	seemed	significant	in	its	art	museum	referencing,	the	following	season’s	shows,	presented	in	a	purpose-made	‘supermarket’	stocked	with	Chanel	branded	groceries	(Autumn-Winter	2014-
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15),	and	as	a	faux	feminist	protest	march	(Spring-Summer	2015),	limit	the	meaning	of	these	associations.	Rather,	these	cases	work	to	emphasise	the	
bricolage	of	inspiration	that	fashion	designer’s	draw	upon,	to	inspire,	present	and	contextualise	their	collections,	bedded	in	an	interest	in	high-low	cultural	juxtapositions,	and	a	postmodern	eclecticism	of	references.	Australasian	designers	too,	on	much	more	limited	budgets,	have	used	similarly	broad	referencing,	including	presentations	in	real	supermarkets	and	art	galleries	(Mancini,	2011;	O'Riordan,	2011;	Wachtel,	Beecher,	&	Connellan,	2015).	These	advertisements	and	shows	suggest	that	museums	are	just	one	of	these	designer’s	contextual	influences.	Much	more	pervasive	are	the	ways	in	which	numerous	fashion	houses	adopt	museum-like	materialities	and	practices	at	retail.			
Museum	materialities	and	practices	in	fashion	retail	Within	luxury	fashion	retail,	brand	recognition	is	enhanced	through	museum-like	materialities	and	practices,	such	as	collaborations	with	artists,	art	patronage,	and	the	use	of	well-known	museum	architects	to	design	flagship	stores	(Crewe,	2016;	Dion	&	Arnould,	2011;	Joy,	et	al.,	2014;	Lipovetsky	&	Manlow,	2009;	Oakley	Smith	&	Kubler,	2013b).	These	further	extend	the	art-fashion-museum	nexus.	For	example,	the	regularly	changing	retail	windows	of	the	Hermès	store	in	Sydney,	showcase	iterations	of	Hermès	products,	interpreted	and	reconceptualised	by	artists,	to	demonstrate	that	fashion	organisation’s	patronage	and	art	world	credentials	(Safe,	2011)	[Figure	6.8].			
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	Figure	6.8:	Artist	Troy	Emery’s	window	installation,	Hermès,	Sydney,	2014.	Photographer:	Tanya	Zoe	Robinson.						The	Sydney	retailer	Cara	&	Co	provides	a	case	study	of	these	materialities	and	practices.	Operating	from	August	2011	to	November	2013,	this	Australian	owned	‘concept	store’	was	one	of	two	Cara	&	Co	stores,	the	other	based	within	the	Winzavod	Centre	for	Contemporary	Art	complex,	Moscow;	a	placement	that	in	itself	drew	together	art,	museum	and	fashion.	Concept	stores	are	a	relatively	new	and	under-theorised	approach	to	retail,	which	draws	on	the	idea	of	curation	to	suggest	that	it	is	the	considered	selection	of	fashion	objects	that	makes	these	outlets	distinctive	(Doran,	2011;	Rexhepi,	2014;	Robinson,	2014;	Trotter,	2016).	Like	other	concept	stores,	Cara	&	Co’s	emphasis	was	on	carefully	chosen	limited-access	international	designer	fashions,	which	were	retailed	along	with	accessories,	perfume	and	design	objects.	These	items	were	presented	alongside	art,	antiques,	vintage	garments	and	accessories,	videos	of	catwalk	fashion	shows,	and	contextual	material,	such	as	art	and	fashion	books,	displayed	in	sympathetic	groups,	mixed	in	with	the	retail	items.	Also	included	within	the	space	was	a	fine	dining	restaurant.	The	interior	design	juxtaposed	these	
 158 
elements,	placing	retail,	contextual	or	evocative	objects	and	audiovisual	material	alongside	each	other.	The	intent	was	to	convey	an	immersive	and	experiential	retail	concept	designed	to	appeal	to	the	five	senses	(Cara	and	Co,	2014b);	suggesting	an	approach	that	evoked	the	multisensory	aesthetic	experience	of	a	history	or	art	museum	(Joy	&	Sherry	Jr.,	2003).			Promotion	and	references	to	the	store	often	emphasised	its	museum-like	qualities.	Cara	&	Co	was	described	as	being	“like	a	gallery	or	museum,	often	displaying	its	wares	as	exhibits”	(Votzourakis,	2013,	¶1);	as	“somewhat	museum-like	with	pieces	displayed	artfully	and	deliberately”	(Carlsen,	2011,	¶3);	or	“like	a	museum	where	every	piece	of	interior	may	be	treated	as	an	exhibit”	(Cara	and	Co,	2012,	¶2).	“You	could	call	it	a	style	museum	because	everything	grabs	your	attention	here,”	wrote	one	observer	(Votzourakis,	2013,	¶10).	Whilst	from	a	museum	perspective,	it	is	hard	to	understand	how	an	apparently	eclectic	combination	of	for-sale	and	non-retail	objects	could	be	viewed	as	a	modern	museum-like	experience,	the	work	of	Joy,	et	al.	(2014)	helps	illustrate	how	these	claims	are	made	tangible,	when	museum-like	materialities	and	practices	are	adopted	by	fashion	retailers.	Joy,	et	al.	found	that	luxury	fashion	stores	are	often	perceived	and	experienced	by	customers	as	art	museums	or	galleries.	They	identified	a	range	of	curatorial	strategies	that	luxury	retailers	employ	to	enhance	sales	and	brand	recognition,	through	an	aesthetic	or	museum-like	experience.	Such	strategies	emphasise	curatorial	or	museum-like	attributes	of	history,	connoisseurship,	aesthetics,	provenance	or	authenticity,	as	qualities	of	the	retailed	objects	and	experience,	which	are	further	expressed	through	the	design	features	of	the	spaces	that	surround	them.			At	Cara	&	Co,	current	season	fashions	were	displayed	alongside	vintage	garments	and	accessories.	Product	ranges	were	very	limited,	with	no	more	than	three	items	in	each	style	(Carlsen,	2011,	¶5),	and	store	promotion	emphasised	that	items	were	carefully	chosen,	in	the	manner	of	curated	retail	(Robinson,	2014).	Cara	&	Co	took	an	approach	it	called	“no	logo’s	branding”	(Cara	and	Co,	2014a,	¶1)	or	“intellectual	fashion”	(Cara	and	Co,	2014b,	¶1),	which	played	up	the	connoisseur-like	fashion	knowledges	needed	to	understand	its	products.	
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Books	and	video	screens	provided	a	means	to	reference	and	contextualise	product	significance,	and	attentive	staff	provided	what	Joy,	et	al.	(pp.	354-355)	have	described	as	docent-like	service,	to	help	convey	the	import	of	the	fashion	objects	on	offer	and	to	enhance	the	experience,	through	education	and	imparted	fashion	knowledges.	This	sense	was	also	conveyed	through	the	store’s	intention	to	present	an	overarching	narrative,	expressed	through	a	range	of	products	that	had	coherence	because	of	the	curatorial	discernment	of	the	retailer.	Cara	&	Co	minimised	obvious	reference	to	purchase,	for	example	by	limiting	noticeable	garment	swing	tags	and	price	labels.	For	smaller	items,	pricing	was	preceded	by	use	of	museum-style	object	labels,	listing	object	title,	maker,	collection	and	year	of	manufacture	[Figure	6.9].6		
	Figure	6.9:	Museum-style	display	case	and	label	in	Cara	&	Co,	Sydney.	Image:	Penny	Votzourakis.				Cara	&	Co’s	curatorial	retail	strategies	were	complemented	by	commissioned	art	projects.	In	2011,	the	Moscow	store	initiated	an	exhibition,	Synergy	of	Art	
and	Fashion,	which	included	garments	and	wall	objects	specially	made	by	fashion	designers	represented	by	the	store,	including	Australasian	designers																																																									6	Site	visits,	Cara	&	Co,	Shop	4001,	Level	4,	Westfield	Sydney,	188	Pitt	Street,	Sydney,	10	February	2012	and	12	August	2013.	
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Akira	and	Zambesi	(Vourazeri,	2011).	In	Sydney,	the	store’s	deep	window	area	was	also	used	as	an	art	installation	space,	combining	conceptual	lighting	by	fashion	designer	Tim	Van	Steenbergen,	alongside	his	fashion	garments	[Figure	6.10].	Dion	and	Arnould	(2011)	have	noted	that	projects	such	as	these	are	part	of	a	range	of	retail	strategies	that	help	demonstrate	the	charismatic	appeal	of	fashion	designers,	generate	affect,	and	appeal	to	customers	on	an	emotional	level,	by	emphasising	artistic	credibility,	art	world	connections	and	artistic	temperament,	for	example.	These	attributes	may	also	be	translated	at	retail	through	an	emphasis	on	historic	continuity,	such	as	in	the	display	of	vintage	garments	and	accessories	alongside	current	season	designer	fashions;	through	the	presence	of	artworks	or	artistic	collaborations;	and	through	staging	techniques	that	reference	art	museum	materialities	and	practices,	such	as	the	use	of	plinths,	pedestals,	labelling,	display	cases,	museum-style	lighting,	video	loops	of	fashion	shows,	and	maintenance	of	physical	distance	from	objects:	all	strategies	that	were	present	in	Cara	&	Co,	to	help	convey	a	museum-like	reverence	and	context	for	the	fashion	objects	on	display,	and	to	introduce	customers	to	specialised	fashion	knowledges	about	them.				
	Figure	6.10:	Window	installation	by	Tim	Van	Steenbergen,	Cara	&	Co,	Sydney,	2013.	Image:	Inlite.		
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Summary:	ephemeral	networks	between	museum	and	fashion	worlds	The	examples	above	demonstrate	a	range	of	ephemeral	ways	in	which	museums	and	fashion	organisations	are	networked:	as	centrally	placed	in	art-fashion	debates,	as	contextual	reference	within	fashion	marketing,	and	through	a	range	of	curatorial	strategies	adopted	at	retail.	In	these	ways,	museum	worlds	and	fashion	worlds	merge,	and	new	forms	of	fashion	knowledges	and	material	identities	are	networked.	Museums	have	played	an	important	role	in	introducing	the	significance	of	fashion	as	a	phenomenon	recognisable	for	its	creative	and	artistic	attributes.	In	doing	so,	museums	have	also	become	a	reference	point	within	a	range	of	sites	that	fashion	organisations	use	to	contextualise	their	seasonal	collections.	The	presence	of	fashion	within	museums	allows	fashion	houses	to	reference	museums	as	just	one	of	the	sites	where	their	garments	may	be	contextualised,	and	through	curatorial	retail	to	solidify	museum	and	art	world	connections.	These	networks	conflate	consumer	interests	and	experiences	with	the	aesthetic	and	identity-making	attributes	of	fashion.	They	enable	materialities	and	practices	of	collecting	via	garment	purchase,	or	give	access	to	fashion	knowledges	via	viewing	and	experiencing	fashion,	in	a	manner	very	similar	to	that	of	a	museum	experience	(Chen,	2009).			While	emphasising	museum-like	attributes	at	retail	can	enhance	an	experiential	sense	and	perceived	lack	of	pressure	to	buy,	these	strategies	also	support	diffusion	of	fashion	knowledges,	through	communication	of	brand	attributes	that	are	ultimately	a	means	to	secure	enhanced	sales,	advanced	by	association	with	museum-like	materialities	and	practices	(Buckley,	2011;	Chen,	2009;	Dion	&	Arnould,	2011).	Purchase	and	a	sense	of	being	part	of	a	fashion	community	are	intimately	tied	to	identity	(Dolbec	&	Fischer,	2015),	so	these	materialities	and	practices	become	linked	to	self-identification	through	purchase	and	a	shared	sense	of	experienced	access	(Chen,	2009;	Dolbec	&	Fischer,	2015).	In	communicating	fashion	knowledges	through	museum	materialities,	practices,	references	and	curatorial	strategies,	these	museum,	fashion	and	art	attributes	are	networked:	through	museums,	and	by	borrowing	from	museums,	to	
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distribute	fashion	knowledges	and	concepts	of	material	identities	within	wider	museum	and	fashion	networks.		
Conclusion:	museums	in	fashion	networks	This	chapter	has	shifted	from	the	previous	chapter’s	spatial	focus,	to	consider	a	range	of	ways	in	which	museums	are	located	in	fashion	networks.	Case	studies	have	been	chosen	to	emphasise	the	variety	of	roles	that	public	museums	take	on,	as	participants,	collaborators	and	inspiration.	Museums	are	revealed	as	both	tangible	and	ephemeral	points	in	a	fashion	network,	linking	numerous	participants	across	projects,	events,	exhibitions	and	collaborations,	as	much	as	via	debates,	references,	and	emulation.	These	practices	emphasise	the	centrality	of	museums,	both	tangibly	and	ephemerally,	in	fashion	networks.	In	part,	these	networks	are	practical,	serving	museums	to	realise	audience	and	professional	outcomes	through	relationships	with	the	fashion	industry.	In	doing	so,	many	of	these	practices	also	sit	closely	to	the	corporate	objectives	of	fashion	partners	and	collaborators.	Such	projects	fit	within	marketing	and	profile-raising	strategies	of	fashion	companies	whose	first	objective	is	to	increase	revenue.	This	can	have	benefits	for	museums,	in	making	possible	projects	that	are	costly.	Museums	are	able	to	network	access	to	audiences	using	the	materialities	and	practices	of	their	institutions,	to	realise	spectacular	and	engaging	outcomes.			The	place	of	museums	in	this	network	of	interactions	also	challenges	and	merges	materialities	and	practices	associated	with	these	projects,	so	that	networks	that	seem	separate	are	connected,	through	the	relationships,	spaces,	materialities	and	practices	of	museums.	In	this	sense,	the	museum	becomes	part	of	a	much	larger	space,	connected	with	numerous	participants	in	a	network	that	echoes	Becker’s	(1982)	art	world,	to	appear	as	part	of	a	fashion	world.	This	concept	is	useful,	in	that	it	acknowledges	all	participants,	and	locates	museums	as	just	one	part	of	a	cooperative	network	of	fashion	knowledges	implicit	in	the	making	of	material	identities.			The	role	of	the	museum	as	a	place	that	communicates	fashion	knowledges	and	material	identities	is	challenged	by	the	needs	of	others	in	this	network.	In	the	
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previous	chapter,	the	fashion	knowledges	and	material	identities	of	visitors	were	recognised,	through	their	ability	to	co-author	and	co-create	their	fashion	experiences.	In	a	network	in	which	museums	are	just	one	of	the	participants,	how	museums	assemble	fashion	knowledges	and	material	identities	for	the	fashion	world	is	an	important	consideration.	Fashion	industry	participants	recognise	the	value	of	museum	attributes	and	references	within	their	businesses,	and	they	ably	borrow	from	museums,	their	materialities	and	practices.	They	use	these	references	to	promote	fashion	knowledges	about	their	products	and	to	enhance	the	curatorial,	artistic	and	heritage	attributes	of	their	brands.	Just	as	museums	have	been	part	of	art-fashion	debates,	and	so	enhanced	these	connections	for	others	in	the	fashion	network,	they	have	the	potential	to	do	the	same	for	visitor’s	fashion	knowledges	and	material	identities.	In	determining	the	types	of	fashion	knowledges	conveyed,	and	the	ways	in	which	fashion	is	related	to	material	identities,	museums	speak	directly	to	their	visitors.	They	facilitate	the	knowledge	relationship	between	the	participants	in	a	fashion	network,	including	their	visitors,	and	bring	in	new	fashion	knowledges	from	those	they	partner	with.	As	places	of	both	consumption	and	experience,	museums	engage	and	develop	knowledge	communities	(Chen,	2009;	Dolbec	&	Fischer,	2015),	and	these	practices	become	intimately	tied	to	the	objectives	of	the	organisations	they	are	networked	with.	This	has	implications	for	the	fashion	knowledges	and	material	identities	that	are	given	prominence,	and	the	ways	in	which	meaning	or	significance	is	weighted:	issues	crucial	to	the	making	of	both	fashion	knowledges	and	material	identities.	How	museums	translate	fashion	knowledges	from	external	sources	is	the	subject	of	the	next	chapter.					
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Chapter	7:	Museums	as	Fashion	Translations					 ‘Cristobal	Balenciaga!’	Freddie	sighs	as	we’re	standing	in	front	of	a	spotlit	coat	in	the	exhibition	room	at	the	Fashion	Institute.	‘Have	you	ever	seen	anything	so	divine?’	he	asks	...	I	read	one	of	the	catalog	cards	out	loud	to	Freddie:	‘Evening	coat.	Tulle	covered	with	bright	green	ostrich	feathers	by	Judith	Barbier.	Winter	1964.	Worn	by	the	Comtesse	de	Martini.’		 	‘Oh,	God,’	groans	Freddie,	in	ecstasy.		‘And	look	at	this!’	I	say,	pointing	to	the	display	next	to	it.	‘Evening	coat.	White	organza	with	applied	flowers	made	of	pink	and	white	parachute	silk.	Summer	1964.	Lent	by	M.	Hubert	de	Givenchy,	Paris.’		‘Oh	God,’	moans	Freddie	again.	‘It’s	beyond!’		‘How	do	you	think	I	would	look	in	this?’	I	ask,	contemplating	a	mannequin	swathed	in	‘Bubble	dress,	violet	nylon	tulle	and	organdy	appliqué.	Winter	1961.’	‘Do	you	like	the	colour?’		 Tulloch,	L.	(1989).	Fabulous	Nobodies,	pp.117-118,		italics	in	original.			The	exchange	above,	from	Australian	author	and	fashion	journalist	Lee	Tulloch’s	(1989)	satirical	novel,	Fabulous	Nobodies,	is	an	ironic	yet	observant	portrayal	of	a	dialogue	between	two	keen	visitors	to	a	fashion	exhibition.	The	novel	follows	the	travails	and	enthusiasms	of	fashion	devotee	Reality	Nirvana	Tuttle	and	her	friend	Freddie,	as	she	seeks	to	keep	ahead	of	fashion,	through	her	innovative	clothing	choices	and	style,	and	so	become	‘somebody’	in	her	small	fashion	community.	The	exchange	also	mimics	and	pokes	fun	at	the	way	in	which	labelling	and	interpretation	intersect	in	museums,	and	how	objects	become	like	their	descriptions	–	significant	for	their	materials,	date,	ownership	or	provenance,	and	for	formal	attributes,	such	as	construction,	colour	and	materials.	The	dialogue	also	illustrates	how	museum	visitors	adapt	these	
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fashion	knowledges,	to	personalise	their	experience	and	imaginatively	try	on	the	garments,	within	the	making	of	their	own	fashion	identities.		
	Tulloch’s	(1989)	observations	allow	a	point	to	be	made	about	how	fashion	objects	are	changed	by	their	presence	in	museums,	and	so	become	something	different,	through	the	fashion	knowledges	conveyed.	They	highlight	how	a	garment’s	presence	within	the	museum,	and	the	processes	that	surround	such	objects,	creates	an	intersection	between	a	fashion	world	and	a	museum	world,	which	translates	fashion	knowledges	from	one	world	(the	fashion	world)	to	the	other	(the	museum	world),	and	further,	intersects	with	the	material	identities	of	visitors.			Star	and	Griesemer	(2010;	1989)	coined	the	term	‘boundary	objects’,	for	objects	that	help	translate	knowledge	between	social	worlds.	First	identified	through	museum	materialities	and	practices	at	the	Museum	of	Vertebrate	Zoology,	University	of	California,	Berkley,	examples	include	museum	registers,	collections,	ideal	‘types’,	and	common	objects	that	can	be	understood	from	different	perspectives.	Star	and	Griesemer’s	understanding	of	these	objects	differs	from	the	semiotic	interpretations	of	Pearce	(1992),	the	mediating	work	of	Bourdieu	(1993c),	or	the	actors	that	for	Latour	(2007)	hold	objects	in	an	assembled	network.	The	latter	suggest	a	stability	of	inherent	meaning	and	agency	bedded	in	objects,	even	while	recognising	the	ways	that	other	actors	bring	objects	into	meaning,	while	the	former	encourages	a	more	polysemic	understanding	(Varutti,	2014).			Thinking	through	boundary	objects	thus	presents	an	opportunity	for	examination,	through	a	more	heterogeneous	reading	of	the	action	of	objects.	Read	this	way,	museum	objects	have	different	stabilities,	as	seen	in	Tulloch’s	(1989)	dialogue	above,	“where	objects	are	interpreted	differently	by	members	of	different	social	worlds”	(Reyes-Galindo	&	Duarte,	2017,	p.	9),	or	where	there	is	“a	wider	margin	of	negotiation”	(Fujimura,	1992,	p.	175)	about	their	meanings.	This	is	not	to	deny	the	genuine	potential	for	agency	of	fashion	objects,	a	proposition,	which	is	an	important	part	of	the	materiality	that	gives	
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meaning	to	fashion,	and	which	facilitates	the	transfer	of	fashion	knowledges	and	material	identities	between	people.	Rather,	it	is	a	means	to	look	at	the	ways	a	fashion	object’s	agency	is	worked	upon	and	used	by	many,	for	a	variety	of	purposes	that	enable	the	realisation	of	specific	intentions,	regarding	what	a	fashion	object	can	be	used	for	or	made	to	convey.	Read	this	way,	rather	than	being	independently	influential	agents,	fashion	objects	can	also	be	a	functional	means	to	enact	the	intentions	of	other	actors.			Thinking	through	boundary	objects	helps	to	uncover	ways	that	objects	can	make	these	translations	possible.	Boundary	objects	can	retain	their	qualities	across	different	social	worlds	but	are	also	malleable	within	them.	As	Star	and	Griesemer	(1989)	defined:		 Boundary	objects	are	objects	which	are	both	plastic	enough	to	adapt	to	local	needs	and	the	constraints	of	the	several	parties	employing	them,	yet	robust	enough	to	maintain	a	common	identity	across	sites	...	They	have	different	meanings	in	different	social	worlds	but	their	structure	is	common	enough	to	more	than	one	world	to	make	them	recognizable,	a	means	of	translation	(p.	393).		When	fashion	worlds	and	museum	worlds	intersect,	such	objects	play	a	powerful	role	in	the	translation	of	fashion	knowledges,	but	are	also	embedded	in	the	materialities,	practices	and	meanings	of	both	those	worlds.	In	this	way,	as	Clarke	and	Star	(2007)	determined:		 Boundary	objects	can	be	an	important	pathway	into	complicated	situations,	allowing	the	analyst	to	study	the	different	participants	through	their	distinctive	relations	with	and	discourses	about	the	specific	boundary	object	in	question	(p.	121).				
Revisiting	Frock	Stars’	fashion	translations	As	the	case	study	of	Frock	Stars	has	shown,	a	variety	of	strategies	were	produced	or	enabled	by	PHM,	to	translate	fashion	knowledges	from	the	fashion	world,	into	the	museum,	to	convey	to	visitors.	These	strategies	ranged	from	small	object	labels	to	large	didactic	panels;	from	image	captions	and	the	exhibition	title	(along	with	its	accompanying	sponsor	logos);	through	to	bold	
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quotes	from	fashion	industry	participants;	to	the	schematic	mind	map	and	word	groups	that	listed	fashion	week	participants	at	the	exhibition	entry;	to	the	response	cards	penned	by	visitors.			These	textual	means	were	accompanied	by	photographs,	video	and	audio	recordings,	including	celebrity	snapshots,	recorded	interviews,	commentary	and	catwalk	footage;	as	much	as	visual,	aural	and	way-finding	cues	and	symbols,	such	as	the	red	velvet	rope,	sounds	of	clicking	camera	shutters,	and	the	directional	walk	along	the	length	of	the	catwalk.	Garments,	contextual	objects,	ephemera,	props	and	interactive	activities,	such	as	making,	pasting,	photographing	and	play-acting,	offered	further	observational	and	experiential	learning,	as	did	the	way	space	was	used	to	differentiate	and	contextualise	the	fashion	knowledges	conveyed.	Fashion	knowledges	were	also	expanded	beyond	the	exhibition,	through	ephemeral	and	more	permanent	means,	such	as	blogs,	a	website,	education	packs,	an	opening	event,	newspaper	reports	and	media	releases.	Together,	these	multiple	strategies	helped	successfully	convey	the	dynamic,	narrative	and	purpose	of	Frock	Stars.	As	Alex	Lalak,	features	journalist	at	The	Daily	Telegraph	(Sydney)	observed,	“It’s	a	busy	exhibition	with	plenty	to	see	and	do,	just	like	a	real	fashion	week”	('PHM	presents’,	2010).				
	The	idea	that	each	of	these	components	were	fashion	translations	draws	on	an	exhibition’s	ability	to	convey	varied	fashion	knowledges,	through	both	garments	and	the	exhibition	technologies	applied	to	them.	As	museum	fashion	objects,	exhibited	or	collected	garments	become	distinct	from	similar	garments	circulating	outside	the	museum	(Pearce,	1995,	pp.	374-396).	They	are	subjected	to	museum	processes,	such	as	being	collected,	exhibited,	catalogued,	conserved,	interpreted	and	cared	for,	in	museum-specific	ways.	Their	presence	in	the	museum,	and	the	materialities	and	practices	that	surround	them,	contribute	to	this	distinctiveness,	and	make	the	knowledges	they	convey	distinctive	also.		
	Among	the	objects,	technologies,	experiences	and	processes	of	these	museum	materialities	and	practices,	some	are	the	preserve	of	museum	practitioners	(Swinney,	2011);	others	are	located	in	networked	knowledge	flows	(Cameron,	
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2008);	many	may	be	considered	boundary	objects	in	the	museum	educational	sense	(Carr,	Clarkin-Phillips,	Beer,	Thomas,	&	Waitai,	2012).	All	convey	fashion	knowledges	from	one	party	(the	museum)	to	another	(the	visitor),	or	can	be	shared	by	both,	to	convey	fashion	knowledges	between	them:	the	Frock	Stars	visitor	response	cards	being	a	good	two-way	example.	But	while	both	PHM	and	visitors	could	share	fashion	knowledges	conveyed	through	Frock	Stars,	these	fashion	knowledges	also	came	from	outside	the	museum,	and	were	thus	also	translated	between	the	fashion	and	museum	worlds.	Privilege	is	therefore	given	in	this	chapter,	to	boundary	objects	that	operate	between	the	fashion	and	museum	worlds.	Central	to	Frock	Stars,	was	a	significant	type	of	boundary	object,	bedded	in	the	materialities	and	practices	of	both	worlds,	which	enabled	the	translation	of	fashion	knowledges	directly:	these	were	the	fashion	garments.				
Translating	fashion	knowledges	through	fashion	garments		While	fashion	garments	can	translate	fashion	knowledges,	they	also	encompass	a	specific	set	of	knowledge	flows	and	problematics,	due	to	their	multiplicity,	authenticity	and	familiarity.	As	fashion	objects,	exhibited	garments	are	often	one	in	a	series	of	multiples.	They	are	likely	to	have	been	made	in	runs	of	varying	quantity,	in	a	range	of	sizes,	in	seasonal	collections,	which	often	interpolate	design	elements	across	a	collection,	may	carry	through	these	design	elements	from	earlier	seasons,	be	reissued,	or	include	similar	design	elements	signature	to	that	designer,	year	on	year	(Fionda	&	Moore,	2009;	Radner	&	Smith,	2011).	Fashion	designs	are	also	copied	or	‘diffused’,	so	operate	at	multiple	levels	of	authenticity	(Crăciun,	2014;	Epaminondas,	2000b;	Payne,	2011;	Stirling,	1991).	Like	some	other	museum	objects,	they	are	unlikely	to	be	unique,	in	the	sense	that	rare,	historic	objects	or	artworks	may	be	(Fyfe,	2004).	This	means	that	very	similar	garments,	or	representations	of	them,	may	also	circulate	at	other	points	of	consumption,	such	as	retail	outlets,	blogs	and	wardrobes.	Indeed,	apparently	same	or	very	similar	garments	may	be	collected	and	exhibited	by	a	number	of	institutions,	in	a	variety	of	contexts.		
	For	example,	it	is	notable	that	in	Frock	Stars,	the	Toni	Maticevski	‘Evening	Dress’	(Spring-Summer	2004-05),	shown	at	Paris	Fashion	Week,	March	2004,	and	
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AFW,	May	2004,	was	re-made	especially	for	the	exhibition	in	2010,	rather	than	being	an	example	from	the	year	and	event	that	it	represented	in	the	exhibition	('Evening	dress’,	2010).	While	commissioning	a	duplicate	garment	may	have	been	a	practical	curatorial	decision,	intended	to	fill	a	gap	in	the	exhibition	narrative	by	returning	to	the	designer,	rather	than	having	an	independently	made	copy,	this	also	demonstrates	the	multiplicity	of	garment	design	and	brings	forth	questions	of	authenticity	that	impact	collections	and	have	elsewhere	dogged	fashion	exhibitions	(Idacavage,	2014,	pp.	39-40;	Petrov,	2011,	pp.	232-234).	Perhaps	not	peculiar	to	fashion	collections	or	exhibitions,	it	is	an	aspect	that	challenges	much	in	museum	practice,	where	reproductions	and	copies	are	ordinarily	cause	for	concern	or	treated	with	suspicion	(Fyfe,	2004).	This	places	extra	emphasis	on	the	specificity	of	fashion	knowledges	conveyed	in	the	museum	and	exhibition	context.	It	unsettles	the	authenticity	of	visitor’s	experience	of	numinous	objects	(Latham,	2013),	and	the	relationships	to	the	material	identities	of	visitors,	who	are	witnessing	fashion	objects	they	may	expect	to	identify	with,	as	genuine	examples	not	reproductions.		
	As	both	Palmer	(2008b)	and	Petrov	(2011)	have	proposed,	museum	visitors	may	also	experience	garments	as	connoisseurs,	through	their	own	fashion	knowledges,	based	in	their	experience	of	the	same	or	similar	clothing.	This	too,	places	museum	fashion	knowledges	in	contrast	to	fashion	knowledges	available	elsewhere:	for	example,	at	other	points	of	consumption	where	the	experience	of	garments	is	differently	understood	or	embodied,	or	where	the	fashion	knowledges	conveyed	have	a	different	purpose,	such	as	eliciting	purchase	or	providing	guidance	on	styling.	Further,	museums	do	not	create	or	translate	fashion	knowledges	in	a	vacuum.	The	fashion	knowledges	that	they	convey	are	intrinsically	linked	to	and	sourced	from	wider	contexts.		
	In	supporting	these	observations,	this	chapter	seeks	to	consider	how	fashion	garments,	as	boundary	objects,	move	across	and	between	fashion	and	museum	worlds;	to	consider	the	kinds	of	fashion	knowledges	that	move	with	fashion	objects;	and	how	fashion	objects	may	carry	attributes	of	material	identities	from	one	world	to	another.	To	do	so,	it	considers	how	museums	intersect	with	and	
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translate	fashion	knowledges	and	material	identities	circulating	at	many	points	in	the	fashion	network:	personal,	political,	business	and	contextual,	authentic	and	imagined.	It	begins	by	first	considering	the	garments	on	the	Frock	Stars	catwalk.			
The	garments	on	the	Frock	Stars	catwalk		All	fifteen	garment	ensembles	on	the	Frock	Stars	catwalk	represented	commercially-made	garments,	once	readily	available	at	retail.	Even	the	theatrical	‘Iced	VoVo	Dress’	(Doilies	and	Pearls,	Oysters	and	Shells	collection,	Spring-Summer	2009,	AFW	2009)	by	RWB,	sat	within	a	commercially	available	collection	('Iced	Vo	Vo	dress’,	2009),	as	promoted	through	various	fashion	media	(Gray,	2013,	p.	69;	Inchley	&	Gray,	2009;	Press,	2010,	p.	50;	RWB,	2009)	[Figure	7.1].		
	Figure	7.1:	‘Iced	VoVo’	dress	by	Romance	Was	Born	featured	in	Vogue	Australia,	2009.	Image:	Scan	of	Inchley	and	Gray	(2009,	p.	143).				
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In	selecting	garments	once	readily	purchased	–	or	in	the	case	of	Dion	Lee’s	2010	ensemble	(Façade	collection,	Spring-Summer	2010-11,	AFW	2010)	('Dress’,	2010),	then	currently	available	at	retail	–	the	Frock	Stars	garments	shifted	in	significance	from	being	commercially	available	retail	products	to	museum	objects	that	conveyed	aesthetic,	economic,	social,	and	culturally	significant,	moments	in	the	purpose	and	evolution	of	AFW.	In	conveying	fashion	knowledges	about	the	garments	and	their	context,	the	significance	of	the	garments	was	also	potentially	changed	in	much	the	same	way	as	Tulloch	(1989)	observed	through	her	characterisation,	above.	Exhibition	visitors	could	potentially	have	owned	any	one	of	the	garments,	and	indeed,	may	have	had	the	same	or	similar	garments	in	their	wardrobe,	have	sought	to	buy	them	at	retail	or	on	the	second-hand	market.	They	may	have	recognised	the	garments	from	wider	media,	have	worn	or	recalled	wearing	similar	styles	or	copies;	and	they	could	also	have	imagined	wearing	them,	then	or	in	recent	fashion	history.			This	potentially	personalising	relationship	to	material	identity	was	evident	in	the	way	visitors	used	the	exhibition	response	cards	to	link	the	garments	and	AFW	event	to	their	own	views	and	experiences.	Many	made	reference	to	how	seeing	the	garments	made	them	feel	or	what	it	might	be	like	to	wear	them.	Other	responses	made	reference	to	garment	reproducibility,	the	ephemerality	of	changing	styles,	poorly	made	copies,	and	issues	of	labour	and	mass	production.	One	visitor	expressed	disquiet	about	the	easy	reproducibility	of	fashion	designs,	by	making	reference	to	the	way	“fashion	labels	‘steal’	ideas	from	many	different	sources	w[ith]/out	attribution”	(‘Visitor	response	cards’,	2010).	Others	described	“throw	away”	fashions,	that	are	typically	cheaper	imitations,	and	quality	variations	between	mass-produced	garments	that	end	up	as	“landfill”	versus	locally	made	“classics”	that	last	longer	(‘Visitor	response	cards’,	2010).	These	comments	point	to	visitor	awareness	of	authenticity	and	reproducibility	in	the	fashion	design	industry;	to	practices	of	design	appropriation;	to	wide-reaching	style	distribution;	and	to	the	multiplicity	of	garment	design.	At	another	level,	the	visitor’s	comments	demonstrate	wide	distribution	of	fashion	knowledges,	gained	through	observation	and	personal	experience.	These	concerns	resonate	throughout	this	chapter.	
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	In	such	a	way,	any	of	the	garments	in	Frock	Stars	could	be	boundary	objects,	moving	across	and	between	the	fashion	and	museum	worlds,	carrying	fashion	knowledges	with	them	and	readily	linking	to	the	material	identities	of	visitors.	In	order	to	examine	these	propositions,	the	rest	of	this	chapter	takes	just	one	boundary	object	from	the	Frock	Stars	exhibition:	Karen	Walker’s	‘Broken	Pearls’	dress	(Etiquette	collection,	Resort	2000,	Summer	2000),	first	seen	on	the	catwalk	at	AFW	2000	[Figure	7.2].			
	Figure	7.2:	The	Broken	Pearls	dress	on	the	catwalk,	AFW,	2000.	Image:	Karen	Walker	Ltd.			In	order	to	examine	this	boundary	object	in	detail,	the	next	sections	of	this	chapter	are	informed	by	object-based	approaches	to	material	culture	research,	which	place	fashion	objects	at	the	centre	of	analysis,	as	an	initiating	source	of	information	(Fleming,	1974;	Kawamura,	2011,	pp.	91-102;	Mida	&	Kim,	2015;	Palmer,	2013;	Pearce,	1992,	pp.	265-273;	Prown,	1982;	Steele,	1998).	Beginning	
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with	a	formal	description,	the	following	sections	then	trace	the	material	history	of	the	Broken	Pearls	dress,	through	its	design	evolution;	explores	its	meaning	within	the	context	of	the	Karen	Walker	brand;	and	through	the	identities	of	Walker	and	her	customers.	Consideration	is	then	given	to	the	significance	of	the	designer’s	presence	at	various	fashion	weeks,	as	evidence	of	identity-making	practices	for	a	newly	emerged	New	Zealand	designer	fashion	industry,	itself	positioned	within	wider	economic	and	political	influences	attributed	to	national	identities	at	the	turn	of	the	millennium.	While	this	may	seem	like	an	unlikely	burden	of	effect	to	place	on	such	a	simple	dress,	it	is	a	narrative	that	is	well-woven,	through	the	varied	ways	in	which	the	dress	has	been	contextualised	on	both	sides	of	the	Tasman	and	internationally,	through	exhibitions,	collections,	and	other	media.	It	is	also	made	easier	because	the	garment	is	at	once	a	boundary	object,	and	multiplicitous.		
The	multiplicitous	Broken	Pearls	dress		Like	other	commercial	garments,	the	Broken	Pearls	dress	is	multiplicitous:	one	garment	within	a	collection	of	similar	variants,	made	as	both	catwalk	design	sample	and	commercial	model,	issued	in	a	range	of	sizes	and	colours,	once	available	new,	later	available	for	purchase	on	the	second-hand	market,	copied	by	others	(Enting,	2011;	Huntington,	2009),	and	nine	years	later	reissued	by	the	designer.	With	the	design	made	numerous	times,	in	a	range	of	sizes,	just	a	few	garments	are	made	distinctive	by	context,	for	example,	having	been	worn	on	the	catwalk	or	made	as	a	sample	[Figure	7.3].	Perhaps	peculiar	to	the	fashion	industry,	this	distinctiveness	does	not	usually	enhance	a	garment’s	significance.	Samples	and	catwalk	garments	are	often	not	fully	resolved,	with	raw	edges,	errors	or	corrections,	so	for	this	reason	are	usually	sold	at	lower	prices,	due	their	unfinished	nature,	in	sample	sales,	with	the	commercially-made	models	seen	as	the	more	accurate	design	rendition	(Mosendz,	2015).			
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	Figure	7.3:	A	variation	of	the	Broken	Pearls	dress,	as	the	model	is	prepared	for	the	catwalk,	AFW	2000.	Image:	Shibui.				With	so	many	variants	of	the	Broken	Pearls	dress,	the	focus	here	is	on	the	print	and	silhouette	as	the	key	stable	elements.	This	means	the	one	Frock	Stars	garment	is	here	understood	to	represent	all	of	the	many	iterations	of	the	dress	and	indeed,	the	whole	Etiquette	series.	The	next	section	introduces	the	formal	qualities	of	the	dress,	which	in	2015	Walker	identified	as	her	“favourite	piece	of	fashion	week	memorabilia”	(quoted	in	Jukic	&	Leek,	2015,	¶8).			
Introducing	the	Broken	Pearls	dress		Placed	alongside	the	extended	object	label	headed	‘2000:	High	Society’,	the	Broken	Pearls	dress	was	the	fifth	garment	positioned	along	the	Frock	Stars	catwalk.	In	contrast	to	the	other	years’	garments,	which	offered	swimwear,	references	to	streetwear	and	underwear,	or	draped	and	embellished	eveningwear,	the	Broken	Pearls	dress	stood	out	for	its	strongly	contrasting	
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graphics	and	the	recognisable	silhouette	of	a	simple	1960s	cocktail	dress;	a	mix	of	classic	references,	with	an	ironic	twist	[Figure	7.4].			
	Figure	7.4:	Garments	on	the	Frock	Stars	catwalk.	Image:	Geoff	Friend,	ãMAAS.				The	simple,	figure-skimming	boat-necked	body	of	the	machine	sewn,	black-polyester	lined,	very	dark	French	navy	(which	appears	black),	cotton-mix	knee-length	dress,	was	made	distinctive	through	two	design	features:	a	slightly	oversized	tiered	cap	sleeve,	and	a	very	oversized	two-tone	print	of	a	multiple	strand	broken	pearl	necklace,	the	image	caught	in	the	moment	as	if	one	strand	has	just	snapped,	allowing	the	beads	to	cascade	down	the	dress	front	[Figure	7.5].			
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	Figure	7.5:	Image	from	Object	record,	used	for	formal	identification,	MAAS.	Image:	Nitsa	Yioupros,	ãMAAS.				In	her	review	of	AFW	2000,	Amanda	Linnell	(2000),	fashion	reporter	for	the	
Sunday	Star	Times	(Auckland),	likened	the	Broken	Pearls	dress	to	one	Audrey	Hepburn	wore	in	the	1961	film	Breakfast	at	Tiffany’s,	albeit,	in	her	words,	“a	rebellious	punk”	(¶11)	version	[Figure	7.6].	The	design	appropriated	elements	of	an	era	where	dressing	for	differing	purposes	was	governed	by	clear	expectations.	For	fashion	attentive	Australian	and	New	Zealand	women	of	the	period,	those	expectations	had	been	just	as	clear.	Both	countries	experienced	relative	wealth	and	high	living	standards	following	World	War	Two.	Few	women	worked	outside	the	home,	and	both	were	societies	where	gendered	roles	were	clearly	defined.	International	fashion	trends	dominated	(Hammonds,	et	al.,	2010;	Winkworth,	1993).	A	simple,	smart	black	dress	with	pearls	suggested	a	timeless	sophistication	representative	of	the	era	(de	Pont,	2012c;	Mendes,	2000;	Webster	&	Smith,	2012).	
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	Figure	7.6:	Amanda	Linnell’s	review	of	AFW	2000.	Image:	Media	file,	Karen	Walker	Ltd.				From	gaining	popularity	in	the	1920s,	the	‘little	black	dress’,	colloquially	known	as	an	LBD,	has	since	become	a	design	classic,	synonymous	with	early	evening	cocktail	parties	(Geczy	&	Karaminas,	2015,	pp.	43-63;	Harvey,	2013,	pp.	264-265;	Mendes,	2000;	Steele,	2007).	In	the	opening	scenes	of	Breakfast	at	Tiffany’s	(Axelrod,	1961),	Hepburn,	as	Holly	Golightly,	emerges	from	a	taxicab	wearing	an	elegant	black	Givenchy	dress	with	pearls,	to	then	admire	the	famous	jewellery	display	windows	at	New	York	retailers,	Tiffany’s.	That	she	eats	a	pastry	and	coffee	on	the	empty	street	in	the	early	morning	light,	suggests	that	she	has	been	up	all	night,	and	that	the	elegant	figure	has	a	somewhat	discordant	existence.	This	tension	between	sophistication	and	dissonance	was	also	reflected	in	the	Karen	Walker	design,	which	combined	the	neat,	classic	silhouette,	with	the	broken	disarray	of	falling	pearls.			
 179 
Reflective	of	this	sentiment,	the	tagline	for	Walker’s	collection	was	referenced	to	a	1962	quote	from	British	author	Evelyn	Waugh:	“Etiquette	is	especially	the	need	of	the	plain,	the	pretty	can	get	away	with	anything”	(Karen	Walker	Ltd.,	2018d).	Actually	a	misquote,	as	Waugh	(1962)	had	credited	the	need	to	manners,7	it	worked	well	to	set	the	tone	of	the	collection.	Walker	well	understood	this	mix	of	references.	
	
The	design	evolution	of	the	Broken	Pearls	dress	Remarkably,	the	design	evolution	of	the	Broken	Pearls	dress	was	documented	by	Walker	(2000)	in	the	lead	up	to	AFW	2000,	and	published	in	a	three	page	diary-style	feature	in	New	Zealand	Fashion	Quarterly	(Spring	2000).	The	story	begins	48	days	prior	to	Walker’s	2:00pm,	9	May	2000,	AFW	appearance,	where	the	Broken	Pearls	dress	would	be	one	of	47	garments	presented	as	part	of	her	Etiquette	collection.	Walker’s	diary	traces	her	creative	process,	and	the	conceptual	and	practical	development	of	“outfit	number	two,	a	black	tiered	sleeve	dress	with	pearl	print”	(p.	70).	This	is	the	design	sample	of	the	garment	that	will	later	be	collected	and	exhibited	by	PHM.		In	her	diary,	Walker	(2000)	begins	with	a	concept,	silhouettes	and	fabrics.	She	takes	elements	of	formal	dress	and	juxtaposes	them	with	casual	fabrics,	and	formalises	casual	silhouettes,	through	the	use	of	prints	and	design	features.	As	she	recorded:		 	It’s	a	Karen	Walker	take	on	society	dressing.	We’ll	take	a	number	of	elements	from	the	classical,	well-mannered	society	dress	code	–	the	pearls,	the	evening	suits,	the	cocktail	dresses	–	and	turn	them	casual	by	taking	them	to	more	of	a	street	level.	At	the	other	extreme	we’ll	take	non-luxury	fabrics	and	casual	styles,	like	t-shirts	and	cotton	pants,	and	formalise	them,	elevating	them	to	a	different	level.	The	end	will	be	two	opposite	looks	thrust	together	(p.	70).	 		Over	the	following	days,	Walker	chooses	pearls	as	“the	key	symbol	of	society	dressing”	(p.	70),	works	with	her	team	to	develop	the	oversized	broken	pearls	
																																																								7	“Manners	are	especially	the	need	of	the	plain.	The	pretty	can	get	away	with	anything”	(Waugh,	1962).	
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print,	designs	the	signature	tiered	sleeve	shape,	and	overcomes	issues	such	as	lost	fabrics	and	problematic	fittings.	She	finds	that	elements	such	as	the	three	tiered	sleeve	suggest	“a	[new]	take	on	a	simple	cocktail	dress”	(p.	71),	and	finds	that	scanning	and	printing	the	broken	pearls	at	150-160%	enlargement	“stops	them	looking	too	prissy	and	undermines	the	concept	of	pearls	a	little	more”	(pp.	70-71)	[Figure	7.7].			
	Figure	7.7:	Karen	Walker	(left)	works	with	her	team	on	the	Etiquette	collection.	Image:	Media	file,	Karen	Walker	Ltd.				While	the	pearl	print	may	be	the	most	distinctive	factor	in	the	collection,	other	design	elements	included	neck	ruffles,	rows	of	pearl	buttons,	oversized	men’s	neckties,	and	a	slim	tailored	silhouette	carried	through	to	jackets,	skirts	and	trousers.	The	tiered	sleeve	element	was	also	used	on	blouses,	jackets	and	t-shirts,	and	the	pearls	were	printed	onto	other	fabrics,	including	over	a	large	floral	pattern,	and	across	t-shirts	and	shirtfronts.	In	this	way,	the	elements	of	pearl	print,	tiered	sleeve	and	silhouette	helped	ensure	continuity	across	the	collection,	and	across	the	multiple	sizes,	fabrics	and	colourways	[Figure	7.8].	
the concept of pearls a little more. It looks amazing on 
paper, but on fabric it will be incredible . 
show day minus 40 Very happy with the concept of 
the big pearl neckl ce screen printed onto dresses, now al l 
we need are the actual dresses. We' ll have to spend some 
time seriously playing around with designs that stand out 
on their own, but w ill also marry well with a very strong print. 
show day minus 30 Have an idea for a tiered cap 
sleeve. If we can get this sleeve happening, it'l l lend itself 
to dresses, shirts, knitwear and t-shirts and can be a key 
element in the collection. I've done a rough mock up myself 
this weekend, and on Monday I'll hand it over to Denise, our 
head pattern maker, to tidy up. We' ll have a perfect sample 
by Tuesday. 
show day minus 28 The tiered sleeve looks great on 
a simple shirt. Now we need to design a dress around the 
same idea. 
show day minus 27 We've got a sample screenprint 
through for the pearl print- it looks fantastic. My assistant 
Katie has been with the screen printer and experimented 
with different ink colours until she found exactly the right 
iridescent pearl and mid grey to get the two tone effect. 
show day minus 26 Hav  nailed the dress design. It's 
a take on a simple cocktail dress, using our new three tiered 
sleeve. I think it will be perfect with the screen print. 
show d y minus 24 I don't usually look at fabrics this 
We've worked out 
the concept a little 
more Galled eCO CtiOn m1aue e. It's a 
Karen.W.el_ker take on 
SOCie1y dressing. 
c lose to releasing a col lection, but a new range has just 
arrived a month late from a mill in France. I'm glad I make 
an exception because I find the most amazing black shiny 
light weight wool. I'm always on the lookout for a great black 
wool base cloth and this is 1 00 per cent perfect. It's got 
enough wool content to make it last and drape well, enough 
synthetic content so it will wear wel l, and enough lycra to 
stretch when and where it's needed. It's priced within our 
range. There's 50 metres available immediately for sampling 
and it can be here in three days. We order 35 metres. This 
is the fabric for our number two dress. It's sumptuous, it 
drapes, it's black, it's perfect. 
show day minus 22 The mill in France has got back to 
us about the black wooi.They originally said there were 50 
metres in black available, actually there's only 10 metres in 
French navy and 10 metres in beige. It wi ll have to do. As 
long as we keep the French navy separate from black, it' ll 
pass for black. True black wil l be available for production. 
But that's not the only problem - it's not going to be ready 
to di patch until after Easter, s  the earliest we' ll get it is 11 
days before the show. It's tight but possible. 
show day minus 13 The fabric should be on it's way 
by now. Mark, our freight guy, tells us it'l l be anoth r two 
days. It's left France and is due in from Brussels on Friday. 
show day minus 12 The fabric is lost. Our couriers 
don't have it and the mill doesn't have it. Mark will be 
71 
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	 	 	 	Figure	7.8:	Design	iterations	in	the	Etiquette	collection,	2000.	Image:	Karen	Walker	Ltd.				The	success	of	the	collection	was	quickly	apparent.	By	the	time	Walker	returned	from	AFW,	and	the	diary	was	ready	to	be	published,	she	already	knew	that	the	dress	was	a	winner,	with	orders	taken	and	strong	media	interest.	As	Walker	(2000)	wrote:		 It’s	managed	to	walk	that	knife	edge	between	being	a	showpiece,	a	good	seller	and	a	garment	that	communicates	the	concept	of	a	show	in	a	second.	When	people	come	to	think	of	this	collection	in	the	seasons	to	come,	it	will	be	this	piece	that	comes	to	mind	(p.	72).		As	Walker	identified,	the	dress	was	recognisable,	eye-catching	and	easily	read.	These	aspects	would	also	mark	out	the	Broken	Pearls	dress	for	its	collection	merit	and	exhibition	potential.	Collection	and	accession	notes	for	two	versions	of	the	dress	make	reference	to	these	qualities:	the	one	collected	by	MAAS	('Outfit’,	2000),	and	an	iteration	with	neck	ruffles	collected	by	Te	Papa	(‘Pearl	dress’,	2000)	[Figure	7.9].	In	the	museum,	such	features	ensure	that	a	garment	can	be	readily	employed	to	convey	varied	and	readily	understood	fashion	
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knowledges,	which	will	connect	with	audiences	at	a	personal	level,	through	widespread	recognition	of	design	features	related	to	visitor’s	own	fashion	knowledges,	material	identities	and	experience	(de	la	Haye	&	Clark,	2008;	Hutchinson,	2011;	Petrov,	2011).		
	Figure	7.9:	Detail	and	images	of	the	Broken	Pearls	dress	at	Te	Papa.	Images:	Te	Papa.			
Identifying	the	Broken	Pearls	dress	in	fashion	and	museum	worlds	In	Frock	Stars,	the	Broken	Pearls	dress	was	styled	with	a	pair	of	beige	court	shoes	and	opaque	black	tights.	At	AFW,	catwalk	models	had	worn	these	accessories	with	pearl	bracelets	('Meeting',	2001),	whereas	in	Frock	Stars	there	was	no	bracelet,	but	clasped	in	the	mannequin’s	hand	were	the	remnants	of	a	broken	string	of	large	fake	pearls	that	pooled	around	its	feet.			The	pearls	and	tights	were	props	(‘Frock	Stars	Exhibition	Styling’,	2010;	‘Frock	Stars	Props’,	2010;	‘Frockstars	Proposal’,	2010),	but	the	dress	and	shoes	were	part	of	an	ensemble,	accessioned	into	the	PHM	collection	in	2001	('Outfit’,	2000).	Placed	alongside	the	mannequin,	the	extended	object	label	identified	the	dress	as:		
Karen Walker
‘Pearl’ shift dress, hand-screenprinted wool blend, Katie Lockhart and 
Mikhail Gherman textile design
Etiquette collection S/S 2000–01 
Collection of The Museum of New Zealand Te Papa Tongarewa
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Karen	Walker		dress:	cotton	mix	with	pearl	print,	made	in	New	Zealand,	shoes	by	Donna-May	Bolinger,	made	in	Italy;	2000	Part	of	the	Grand	Marnier	Collection.	2001/66/1	[Figure	7.10].		Followed	by	a	weblink	(http://from.ph/10268)	to	a	much	longer	description,	which	followed	museum	conventions	to	include	an	Object	statement,	Statement	of	significance,	Production	notes,	History	notes,	Production	date,	Description,	and	formal	identifiers,	such	as	Marks	and	Object	number	('Outfit’,	2000).			
	Figure	7.10:	‘2000:	High	society’,	extended	object	label,	Frock	Stars.	Image:	ãMAAS.				From	the	museum’s	point	of	view	these	notes	provided	a	record	of	the	object,	its	formal	identifiers	and	contextual	significance,	its	means	of	acquisition	and	the	rationale	for	inclusion	in	the	collection,	as	well	as	some	reference	to	its	use	since	accession,	through	record	of	the	exhibitions	it	had	been	in.	Sewn	inside	the	dress,	other	identifiers	included	labels	written	in	capitals:	a	black	fabric	label	inside	the	center	back	neck,	with	the	designer’s	name,	“KAREN	WALKER,”	and	three	small	white	fabric	labels	inside	the	proper	left	side	seam	near	the	hem,	stating	“NZ	SIZE	10/US	SIZE	6/MADE	IN	NEW	ZEALAND,”	“COTTON/MIX”	and	“DRY	CLEAN	ONLY”	('Outfit’,	2000).	For	owners	of	similar	dresses,	these	marks	and	identifiers	would	be	seen	to	provide	fabric	composition	and	care	instruction,	size	guidance,	and	symbolic	assurance	of	quality,	country	of	origin	and	the	hand	of	the	designer:	transubstantitive	markers	that,	as	Bourdieu	
2000: ‘High society’
Cate Blanchett was front row at Australian Fashion Week in 2000 
as guest editor for Harper’s Bazaar. One of her favourites was 
the New Zealand designer Karen Walker, who sent her models 
down a silent catwalk but gave audience members a Discman 
loaded with a choice of music tracks to accompany her quirky 
take on society dressing. ‘I watched to the sounds of trucks 
outside and the universal fashion orgasms taking place beside 
me. These provoked the first real laughs of Fashion Week’, 
reported Blanchett. ‘I loved it from the first second.’
The year was also notable for Peter Morrissey’s bold prints, a 
collaboration with Indigenous artist Jacinta Numina Waugh, 
which captured the mood in the lead-up to the Sydney Olympics.Find out morehttp://from.ph/10268
Karen Walker
dress: cotton mix with 
pearl print, made in  
New Zealand, shoes by 
Donna-May Bolinger, 
made in Italy; 2000
Part of the Grand Marnier 
Collection. 2001/66/1
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(1993a)	proposed,	when	used	by	fashion	designers,	connote	assurance	of	authenticity,	significance	and	value.			For	those	in	the	know,	the	external	design	of	the	Broken	Pearls	dress	would	also	convey	reference	to	signature	features	of	Walker’s	design	style.	As	the	PHM’s	Object	significance	stated:			She	[Walker]	is	best	known	for	her	highly	original	concepts	with	innovative	details	and	inventive	references	marking	her	style.	Walker	takes	a	concept	and	plays	with	its	meaning	and	form	giving	her	designs	an	intriguing	cerebral	edge	and	a	startling	visual	presence	('Outfit’,	2000,	¶7).			Other	fashion	industry	observers	tell	of	Walker’s	“dressed	down,	quirky	and	feminine	style	...	eccentricity	and	sartorial	whimsy”	(Meagher,	2008,	pp.	149-150),	and	“wry,	ironic	tone”	(Hammonds,	2010,	p.	303).	These	attributes	are	important	brand	statements.	As	Walker	has	said:		Designing	is	about	creating	a	“handwriting”	that’s	recognisable	so	that,	ultimately,	you	could	show	a	collection	to	someone	and	they’d	say,	“That’s	a	Karen	Walker”	(quoted	in	Lassig,	2010,	p.	134).			Recognisable	then,	for	a	sense	of	ironic	knowingness	and	quirky	parody,	Walker’s	brand	features	have	been	summarised	on	her	website,	through	the	promotional	statement,	“Karen	Walker	lives	in	the	sweet	spot	where	chic	meets	eccentric”	(Karen	Walker	Ltd.,	2016).				Through	these	formal	and	signature	design	elements,	the	Broken	Pearls	dress	conveyed	features	specific	to	the	designer	and	to	the	Karen	Walker	brand,	which	would	be	readily	understood,	through	the	fashion	knowledges	of	observers	and	participants	from	the	fashion	world.	As	a	boundary	object,	and	through	labelling,	props	and	identifying	statements,	aspects	of	the	Broken	Pearls	dress	were	also	translated,	through	museum	materialities	and	practices,	into	fashion	knowledges	made	sensible	for	participants	in	the	museum	world.	
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The	Broken	Pearls	dress	in	the	Australian	and	millennial	context		Within	the	exhibition,	identifying	statements	were	extended	beyond	formal	interpretation,	as	the	Broken	Pearls	dress	was	also	presented	to	mark	a	signature	moment	in	the	fifth	year	of	AFW,	when	Walker,	in	her	first	individual	show	at	AFW,	chose	to	send	her	models	down	the	catwalk,	not	to	the	usual	evocative	music	that	sets	the	tone	of	a	collection,	but	to	instead	provide	Discman	players	so	attendees	could	choose	their	music	from	a	limited	selection	(Hume,	2000).	The	result,	where	the	comments	of	attendees	could	be	loudly	and	clearly	heard	due	to	the	lack	of	stage	music,	marked	an	amusing	and	revealing	moment	for	models	and	observers	stage-side	(Epaminondas,	2000a;	Lock,	2015,	pp.	104-105).	The	extended	object	label	was	thus	used	to	place	the	dress	in	an	Australian	and	millennial	context.	It	quoted	a	statement	that	Australian	actress	Cate	Blanchett	(2000)	had	reported,	in	her	capacity	as	guest	editor	of	Harper’s	
Bazaar	Australia	(June	2000),	having	been	an	AFW	2000	attendee:		 I	watched	to	the	sounds	of	trucks	outside	and	the	universal	fashion	orgasms	taking	place	beside	me.	These	provoked	the	first	real	laughs	of	Fashion	Week.	I	loved	it	from	the	first	second	(¶1).		The	labelling	also	made	reference	to	another	designer	highlight	of	the	year,	Peter	Morrissey’s	Aboriginal	prints,	designed	in	collaboration	with	indigenous	artist	Jacinta	Numina	Waugh	of	Sydney,	“which	captured	the	mood	in	the	lead	up	to	the	Sydney	Olympics”	(‘2000:	High	society’).	Interpreting	significance	within	the	context	of	the	2000	Australian	Olympic	Games	was	an	allusion	to	an	identity	narrative	at	that	time	evident	in	Australian	clothing	and	design	appropriation	(Berry,	2013),	amid	prevalent	interest	in	cultural	reconciliation,	expressed	then,	even	through	fashion	(Alderson,	2000a).		Walker’s	dress	too,	was	seen	to	contain	something	of	that	fin	de	siècle	moment	by	capturing	a	widespread	sense	of	an	uncertain	future	that	mixed	a	lack	of	direction	with	a	mood	for	nostalgia.	For	Linnell	(2000),	this	sense	was	most	poignantly	captured	by	Walker’s	Etiquette	collection,	as:		
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While	the	rest	of	the	world	emulated	the	glamour	of	yesteryear,	she	[Walker]	turned	the	whole	idea	of	classic	pearls	and	tweeds	on	its	head	(¶11).			The	Broken	Pearls	dress	seemed	to	confidently	provide	direction,	and	at	the	same	time	encapsulate	that	sense	of	history,	risk	and	uncertainty.			
The	Broken	Pearls	dress	in	the	museum		It	was	due	to	this	impact	at	AFW	that	the	Broken	Pearls	dress	was	accessioned	into	the	PHM	collection	in	2001,	as	part	of	the	Grand	Marnier/PHM	Fashion	of	the	Year	(FOTY)	project,	a	panel-selected	accession	programme	intended	to	provide	an	overview	of	Australian	and	international	fashion,	through	an	annual	selection	of	noteworthy	garments	(PHM,	2000,	2004).	Panellist	Maggie	Alderson	(2000a)	reported	that	Walker’s	dress	was	chosen	as	“the	‘It’	dress”	(¶6)	of	AFW	2000,	a	selection	she	partially	reinterpreted	within	an	Australian	design	context,	with	the	tiered	shoulders	cited	as	being	reminiscent	of	the	Sydney	Opera	House.	A	somewhat	idiosyncratic	characterisation	of	a	designer	recognised	at	the	time	for	her	distinctively	New	Zealand	aesthetic	(Cosic,	1998;	Linnell,	2000;	Maynard,	2000b,	p.	186;	Regnault,	2012).	Thus,	through	both	labelling	and	selection	for	FOTY,	the	Broken	Pearls	dress	was	further	positioned	within	both	an	Australian	and	millennial	context,	by	capturing	something	of	the	moment,	through	the	designer’s	easily	read	and	signature	design	attributes.	
	Following	selection,	the	Broken	Pearls	ensemble	was	purchased,	with	the	dress	and	shoes	then	sent	by	Walker	to	PHM	('Outfit’,	2000).	The	garment	labels	inside	the	dress	indicate	that	this	was	a	commercial	model,	in	contrast,	for	example,	to	the	similar	dress	held	in	the	Te	Papa	collection,	which	is	a	prototype	('Meeting',	2001;	‘Pearl	dress’,	2000).	It	is	clearly	not	the	prototype	that	Walker	(2000)	described	in	her	diary,	as	having	to	remodel	with	a	creatively	joined	back	section,	due	to	a	shortage	of	fabric	in	the	lead	up	to	AFW	2000.	Notes	in	the	Object	file	for	the	Te	Papa	dress	record	that	just	100	garments	were	made	of	that	design	variation	('Information',	2001),	a	number	consistent	with	the	output	of	larger	New	Zealand	fashion	design	firms,	where	typically	just	100-200	of	each	design	is	manufactured	(Molloy	&	Larner,	2010,	p.	367).	The	shoes	too,	were	
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made	in	very	limited	numbers.	Notes	on	file	at	Te	Papa	for	similar	shoes	accessioned	with	their	Broken	Pearls	dress	claim	just	sixteen	pairs	in	existence	('Meeting',	2001).	
	While	it	is	likely	that	the	dress	was	made	in	relatively	small	numbers,	the	PHM’s	Broken	Pearls	dress	was	one	of	a	number	of	design	variations	sent	down	the	catwalk	at	AFW	2000.	It	is	one	of	at	least	two	similar	garments	physically	collected	by	museums,	and	has	also	been	collected	virtually	by	the	NZFM	for	their	online	collection	(‘Etiquette	dress’,	2000).	Iterations	of	the	dress	have	been	exhibited	in	several	museums,	and	while	there	has	been	no	exhibition	singularly	devoted	to	her	work,	Walker	is	one	of	few	New	Zealand	fashion	designers	to	be	collected	and	exhibited	internationally.	As	the	following	sections	outline,	Walker’s	work	has	been	hailed	as	an	economic,	financial	and	design	success;	recognised	as	part	of	an	important	New	Zealand	and	Australian	design	and	identity	narrative;	and	promoted	as	an	example	of	a	distinct	New	Zealand	aesthetic.	Why	then,	is	Walker	so	renowned?	How	can	her	success	be	understood	in	wider	contexts?	Is	this	the	story	that	is	being	collected,	exhibited	and	translated?			
The	Broken	Pearls	dress	and	the	Karen	Walker	brand			Karen	Walker,	CNZM,	is	widely	recognised	as	one	of	New	Zealand’s	most	significant	and	successful	fashion	designers	(Goodrum,	2010,	p.	313;	Gregg,	2003,	pp.	29-40;	Lassig,	2010,	pp.	132-157;	Meagher,	2008);	a	regard	that	was	formalised	in	2014	when	she	was	made	a	Companion	of	the	New	Zealand	Order	of	Merit,	for	services	to	fashion	design,	having	earlier	been	made	a	Member	of	the	Order,	in	2004,	for	services	to	the	fashion	industry.	Reasons	for	her	investiture	cite	her	commercial	reach,	extensive	product	range,	industry	recognition	and	charitable	work,	and	specifically	her	presence	on	the	international	fashion	week	calendar	(Gibson,	2013).		Walker’s	standing	is	also	demonstrated	by	her	business	success	and	numerous	media	reports	about	her	design	work	and	personal	life.	The	Karen	Walker	website	documents	hundreds	of	interviews	and	editorial	features	over	the	past	
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two	decades	(Karen	Walker	Ltd.,	2018b,	2018c);	and	while	the	body	of	popular	and	academic	work	that	deals	with	New	Zealand	fashion	design	history	and	practice	is	relatively	small,	Walker	is	consistently	present	as	subject	of	both	celebration	and	critique	(Cosgrave,	2005,	pp.	288-291;	Gregg,	2003,	pp.	29-40;	Hammonds,	et	al.,	2010;	Jones	&	Rushton,	2008,	pp.	320-321;	Lassig,	2010,	pp.	132-157;	Meagher,	2008,	pp.	144-163;	Molloy	&	Larner,	2013;	Oakley	Smith,	2010).			Walker	began	selling	garments	in	1989,	while	still	a	fashion	design	student,	and	famously	never	finished	her	studies	(Gregg,	2003,	p.	40;	Lassig,	2010,	p.	135).	From	those	early	sales	and	tiny	capital	(Gregg,	2003,	pp.	35-40;	Lassig,	2010,	pp.	136-137;	Meagher,	2008,	pp.	155-156),	she	built	an	international	brand,	assuring	her	place	as	a	representative	example	of	design	success	in	New	Zealand’s	globalising	fashion	industry	(Goodrum,	2010;	Goodrum,	et	al.,	2004;	Larner,	et	al.,	2009;	Larner,	et	al.,	2007;	Smith,	2010).	With	exports	representing	about	80%	of	business	turnover,	Karen	Walker	has	been	placed	in	the	top	three	New	Zealand	fashion	design	companies,	alongside	Trelise	Cooper	and	Zambesi	(Lewis,	et	al.,	2008);	gaining	revenue,	estimated	in	2013,	between	$NZ3.5	–	5	million,	of	which,	40%	export	revenue	was	generated	in	Japan	(Molloy	&	Larner,	2013,	pp.	11-12).	By	2018,	Walker’s	designs	were	sold	in	more	than	200	cities,	across	42	countries	and	over	1000	stores	(Karen	Walker	Ltd.,	2018a).			Walker’s	design	streams	are	multiple.	Alongside	her	eponymous	label,	Walker	manages	outputs	across	jewellery,	eyewear,	homewares,	footwear,	perfume	and	diffusion	lines	(Karen	Walker	Ltd.,	2016;	Lassig,	2010,	pp.	145-146;	Meagher,	2008,	p.	150;	Molloy	&	Larner,	2010,	p.	369).	She	is	also	known	for	numerous	design	collaborations,	retail	investments	and	charitable	projects	(Glenn,	2014;	Molloy	&	Larner,	2010,	p.	373).			Walker’s	success	is	such	that	she	is	perhaps	the	only	New	Zealand	designer	to	have	gained	consistently	strong	international	media	coverage	and	celebrity	endorsement;	and	to	maintain	an	annual	presence	at	international	fashion	weeks,	in	itself	an	oft-cited	measure	of	New	Zealand	fashion	designer’s	success	
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(Blomfield,	2002;	Goodrum,	2010,	pp.	312-313;	Gregg,	2003;	Hammonds,	et	al.,	2010;	Larson,	2001;	Lassig,	2010;	Lewis,	et	al.,	2008;	Maynard,	2000b,	p.	186).	Walker	has	been	identified	as	perhaps	the	only	New	Zealand	fashion	designer	to	have	international	business	and	design	capacity	and	ambition	(Meagher,	2008;	Molloy	&	Larner,	2013).	Together,	Walker’s	achievements	mark	her	out	as	an	aspirational	example	for	young	designers	(Meadows,	2012),	whom,	as	Molloy	and	Larner	(2013)	have	described,	continue	to	develop	innovative	collections	in	the	hope	that	they	might	become	the	“next	Karen	Walker”	(p.	180;	also	see,	Bill,	2009;	2012).		
Intertwined	identities	for	‘People	Like	Us’	While	much	of	Walker’s	success	is	popularly	credited	to	a	savvy	mix	of	brand	promotion	and	quirky	design	values,	it	is	unlikely	her	achievements	can	be	ascribed	to	any	simple	explanation.	As	outlined	in	the	previous	chapter,	fashion	designers	operate	as	nodes	in	complex	fashion	networks	(Becker,	1982;	Larner	&	Molloy,	2009;	Manlow,	2007;	McRobbie,	1998,	2000;	Molloy	&	Larner,	2010;	van	Maanen,	2009;	Weller,	2008).	Walker’s	husband	and	business	partner,	advertising	executive	Mikhail	Gherman,	is	credited	with	significant	input,	and	she	works	closely	with	international	stylists,	marketers	and	retailers,	as	well	working	locally	with	pattern	cutters,	retail	staff,	outsourced	‘cut,	make	and	trim’	contractors,	and	others	('Meeting',	2001;	Gregg,	2003;	Hammonds,	2010,	pp.	302-303;	333;	Lassig,	2010,	pp.	136-137;	Meagher,	2008,	pp.	144-163;	Molloy	&	Larner,	2013,	pp.	76,	111).	Like	many	New	Zealand	fashion	design	businesses,	Walker’s	is	a	family	concern	where	individual	roles	are	multiple	or	contracted	(Blomfield,	2002;	Farrer	&	Finn,	2009;	Goodrum,	2010,	p.	313;	Molloy	&	Larner,	2010,	p.	367;	2013,	pp.	105-107);	and	where,	as	Goodrum	(2010)	identifies,	“business	identities	and	personal	identities	are	closely	linked”	(p.	313).		These	co-joined	identities	have	been	described	as	a	common	feature	of	New	Zealand	fashion	designers’	practice	and	ambitions,	where	the	marketing	of	garments	and	success	of	firms	relies	“heavily	on	the	profiling	of	the	designer	herself”	(Molloy	&	Larner,	2010,	p.	369).	In	this	way,	local	fashion	designers	embrace	and	promote	business	and	design	characteristics	built	around	lifestyle,	
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work	priorities,	quality	and	exclusivity.	Knowledge	of	these	attributes	helps	consecrate	brands,	such	as	Walker’s,	which	are	targeted	at	primarily	wealthy,	aspirational	and	professional	women,	through	the	sharing	of	fashion	knowledges	that	are	deeply	and	personally	bedded	in	identity	attributes	of	the	designer	herself	(Larner	&	Molloy,	2009;	Molloy	&	Larner,	2010;	Rocamora,	2002).			This	personalising	identity	is	extended	by	the	way	in	which	Walker	has	conceived	and	reached	out	to	her	customers,	whom	she	calls	‘PLU’,	or	People	Like	Us	(Molloy	&	Larner,	2013,	p.	76;	M.	Robinson,	2010;	Sherman	&	Perlman,	2015,	pp.	126-127).	Walker	has	identified	PLU	“as	a	very	important	part	of	our	brand’s	identity	and	strategy”	(quoted	in	Sherman	&	Perlman,	2015,	p.	126),	a	select	group	of	about	one	percent	“like-minded”	women	around	the	world	who	“get”	the	Karen	Walker	brand,	and	whom	Walker	understands	“intimately	and	intuitively”	(quoted	in	Sherman	&	Perlman,	2015,	p.	126).	PLU	are	both	designer	and	customer,	brand	and	person,	with	Walker’s	identity	central	(Hume,	2007,	p.	48;	Meagher,	2008,	p.	155;	Molloy	&	Larner,	2013).	As	Lassig	(2010)	has	described,	this	identity	is	carried	through	all	Walker’s	designs,	as:		 Every	garment	is	designed	with	a	specific	girl	in	mind	–	the	Karen	Walker	girl.	This	fictional	character	is	best	understood	as	Walker	herself	(p.	147).			In	Walker’s	words:			 The	label	is	me.	There	is	no	Karen	Walker	the	person	and	Karen	Walker	the	label.	It’s	one	thing,	an	extension	of	my	personality	(quoted	in	Australian	Fashion	Review,	2016,	¶1).		As	industry	observers	have	summated,	Walker’s	designs	are	“a	visual	representation	of	the	way	Karen	is	as	a	person”	(Fashion	Quarterly,	2016,	¶6).		
Summary:	identity	translations	and	the	Karen	Walker	brand	Walker	has	built	a	strong	team	and	steadily	grown	a	company	from	small	beginnings.	Her	identity	and	the	identity	she	shares	with	her	customers	are	intertwined	through	her	design,	business	and	marketing	practices,	and	made	
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available	to	a	select	group	of	women	internationally.	Through	formal	and	associative	elements,	Walker’s	designs	draw	together	a	variety	of	references,	reflecting	specific	moments,	such	as	the	millennial	period,	through	her	image	and	her	practices.	As	a	boundary	object,	within	the	museum	the	Broken	Pearls	dress	has	capacity	to	convey	fashion	knowledges	to	museum	visitors,	and	while	the	object	stays	stable,	its	use	and	interpretation	can	differ,	through	formal	and	contextual	identifiers.	Yet,	it	remains	evidentially	linked	to	Walker’s	identity	and	that	of	her	customers,	and	so	carries	a	specific	set	of	fashion	knowledges	and	material	identities	from	the	fashion	to	the	museum	world.		At	another	level,	as	a	New	Zealand	fashion	design	figurehead,	Walker’s	success	has	been	woven	into	public,	government	and	mythologising	narratives	of	national	identity	(Larner,	et	al.,	2009;	Lewis,	et	al.,	2008),	with	her	brand	closely	welded	to	national	concepts	of	New	Zealander’s	broader	design	success	(Anderton,	2003;	Shipley,	1999;	Swarbrick,	2016;	Tizard,	2000).	In	this,	much	of	Walker’s	story	rests	on	a	signifying	moment	in	New	Zealand	history,	when	a	distinctively	New	Zealand	fashion	design	industry	seemingly	“emerged	from	nowhere”	(Hammonds,	et	al.,	2010,	p.	6;	Molloy,	2004,	p.	478),	onto	an	international	fashion	stage,	at	LFW	1999.	LFW	1999	has	been	recognised	as	a	“watershed”	moment	("A	stitch,"	2008,	¶32;	Molloy	&	Larner,	2013,	pp.	8,	52;	Shand,	2010,	p.	xi;	2014,	p.	88),	in	popular	and	academic	portrayals	and	conceptions	of	the	New	Zealand	fashion	design	industry’s	emergence	and	success,	marking	a	before-and-after	moment	in	industry	maturity	(Blomfield,	2002;	Hammonds,	et	al.,	2010,	p.	6).	Why	was	LFW	1999	so	important,	and	what	led	up	to	this	signifying	event?			
The	emergence	of	the	New	Zealand	fashion	industry	Prior	to	the	late	1990s,	few	opportunities	existed	in	New	Zealand	for	collective	national	fashion	events.	New	Zealand	fashion	was	largely	promoted	domestically,	through	travelling	shows,	such	as	Gown	of	the	Year	(Lloyd	Jenkins,	2010a,	pp.	69-71;	Regnault,	2003b,	2010),	sponsored	televised	fashion	awards,	and	wool	industry	marketing	events,	such	as	the	New	Zealand	Wool	Board	Prêt	shows	(Blomfield,	2002,	pp.	15-22;	Goodrum,	2010,	p.	311;	Hawtin,	2010).	
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Department	store	fashion	shows	and	print	media	provided	further	accessible	offerings.			While	garments	designed	by	specialist	dressmakers	were	mainly	the	province	of	wealthier	women,	lower	cost	mass-produced	garments,	typically	made	in	New	Zealand	factories,	were	available.	Many	women	wore	garments	made	by	dressmakers	known	through	their	social	networks,	or	had	the	skill	to	adapt,	draft	and	make	up	patterns	themselves	(Alexander,	2013;	de	Pont,	2012b;	Hamon,	2007;	Lloyd	Jenkins,	2010b,	pp.	50-54;	Malthus,	1992,	1996;	Malthus	&	Brickell,	2003;	McKergow,	2007).		For	the	majority	of	New	Zealand	women,	access	to	imported	garments	was	limited.	Much	like	Australia	(Webber	&	Weller,	2001a;	Weller,	2010),	New	Zealand	had	strong	border	and	trade	protection	in	place	throughout	most	of	the	twentieth	century	(Laing	&	Wilson,	2010;	Larner,	et	al.,	2007).	Already	struggling	(McLean,	1981),	the	industry	was	to	change	rapidly	with	the	sudden	and	extensive	deregulative	and	free	market	economic	strategies	that	transformed	the	New	Zealand	economy	from	the	mid-1980s.	Initially	known	as	Rogernomics,	after	its	progenitor,	Labour	minister	(1969-1990)	and	minister	of	finance	(1984-1988)	Roger	Douglas	(Walker,	1989),	this	radical	recalibration	of	the	New	Zealand	economy	was	initiated	by	the	fourth	Labour	government,	elected	in	1984,	and	continued	to	drive	neoliberal	policy,	through	successive	governments	into	the	2000s	(Lawn,	2006).		One	outcome	was	an	increase	in	imported	garments	and	footwear,	sourced	from	lower-wage	countries.	The	effect	was	to	flood	the	market,	and	as	imports	rose	($NZ480	million	in	1996,	up	from	$NZ129	million	in	1985),	textile	mills	and	garment	manufacturers	closed	down.	Redundancies	were	widespread,	with	just	16,700	workers	in	the	apparel	sector	in	1997,	down	from	31,000	in	1985	(Blomfield,	2002,	pp.	38-39;	Goodrum,	2010,	pp.	311-312;	Larner,	et	al.,	2009;	Lewis,	et	al.,	2008).	The	impact	upon	the	industry	was	devastating.		
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From	the	late	1990s,	government	policies	sought	to	counter	the	ongoing	effect	of	economic	downturn.	Economic	geographer	and	sociologist	Sally	Weller	(2014)	has	called	this	period	“the	years	of	creative	industry	policy,	1999-2007”	(p.	11),	as	successive	governments	championed	economic	and	social	frameworks	that	promoted	ideals,	such	as	globalisation,	creative	cities	and	social	development,	through	the	valuing	of	a	‘knowledge	economy’	and	value-added	creative	industries,	as	a	means	to	address	economic	and	social	issues,	promote	growth	and	add	value	to	primary	products	(Larner,	et	al.,	2009;	Lawn,	2006;	Molloy,	2004,	pp.	478-481;	Weller,	2014).	For	example,	in	1999,	when	the	National	government	launched	‘Bright	Future’,	a	new	policy	on	economic	development	based	in	knowledge	and	new	ideas,	fashion	design	was	made	an	example:		 The	impact	that	local,	knowledge-based	firms	can	have	in	a	global	marketplace	is	well	illustrated	by	the	success	of	high	fashion	boutique	label	Zambesi	...	they	are	at	the	forefront	of	a	new	and	growing	image	for	New	Zealand	design	exports	of	all	kinds	–	not	just	clothing	(Ministry	of	Commerce,	1999,	p.	63).		The	same	could	easily	have	been	said	of	Karen	Walker,	a	Zambesi	contemporary.			The	shift	in	terminology	from	clothing	and	textiles	to	fashion	was	made	evident,	through	a	series	of	industry	scoping	studies,	government	advisories,	policies	and	funding	(Barbour,	et	al.,	2002;	Blomfield,	2002;	Burleigh	Evatt	&	New	Zealand	Institute	of	Economic	Research,	2001a,	2001b,	2002;	Heart	of	the	Nation	Project	Team,	2000;	Ministry	of	Commerce,	1999;	Walton	&	Duncan,	2002).	During	this	period	a	new	kind	of	cultural	worker	emerged,	and	with	her,	a	defined	New	Zealand	designer	fashion	industry	(Larner	&	Molloy,	2009;	Molloy	&	Larner,	2010).	This	reflected	an	impetus	similar	to	that	recognised	in	Britain’s	fashion	industry,	during	the	1990s	‘Cool	Britannia’	period	(McRobbie,	1998,	2000),	when	fashion	designers,	such	as	Alexander	McQueen,	began	to	build	international	fashion	businesses	(Frankel,	2012).	In	New	Zealand,	Walker’s	business	was	at	the	forefront	of	these	changes,	and	received	valuable	government	and	industry	support,	to	attend	AFW	1997	and	AFW	1998,	Hong	
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Kong	Fashion	Week	1998	and	LFW	1999	(Molloy	&	Larner,	2013,	p.	48;	Skov,	2004).			In	an	economic	climate	favorable	to	design	exports	(Weller,	2014),	industries	such	as	arts,	fashion,	film	and	technology	gained	vital	support,	in	attempts	to	globalise	New	Zealand’s	markets,	diversify	and	grow	the	economy.	Concurrently,	export	potential	presented	opportunities	to	market	and	brand	New	Zealand	internationally,	as	more	than	a	clean,	green,	primary-producing	nation	(Bell,	2005;	Lawn,	2006).	Fashion	designers	were	hailed	at	the	forefront	of	these	objectives,	as	unlike	other	championed	industries,	such	as	information	technology	and	biotechnology,	the	cultural	products	that	fashion	designers	produced	could	more	readily	be	understood	and	built	into	an	“economic	nationalism”	(Lawn,	2006,	p.	5)	that	linked	a	definable	New	Zealand	identity	with	economic	objectives.	In	this	sense,	creative	industries,	such	as	fashion,	acted	as	“a	bridge	between	identity	and	economy”	(Lewis,	et	al.,	2008,	p.	44),	through	which	identity	narratives	(being	clean,	green,	creative)	and	economic	imperatives	(national	branding,	globalisation)	became	closely	entwined,	through	individuals,	industries,	and	projects.			In	this	way,	the	New	Zealand	fashion	design	industry	was	mobilised	to	add	value	to	exports	by	creating	visible,	representative	cultural	value,	and	supporting	industry	recovery	and	growth,	in	an	attractive,	marketable	and	identity-based	field	(Larner,	et	al.,	2009,	p.	42;	Lewis,	et	al.,	2008).	The	irony	was	that	New	Zealand	fashion	design	would	have	to	be	re-read	if	it	was	to	visually	encapsulate	its	place	of	origin.	New	Zealand’s	presence	at	LFW	was	pivotal	to	these	industry	and	place-based	identity	narratives.	Again,	Walker	was	present.			
London	Fashion	Week	1999	in	the	cultural	and	economic	imaginary		LFW	1999	holds	an	important	place	in	the	cultural	and	economic	imaginary	of	New	Zealand	fashion	designer	success	(Larner,	et	al.,	2009;	Larner,	et	al.,	2007,	p.	370;	Lewis,	et	al.,	2008;	Shand,	2010).	In	1999	four	New	Zealand	designers,	
Karen	Walker,	NOM*d,	WORLD	and	Zambesi,	were	sponsored	by	Wools	of	New	
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Zealand	and	The	New	Zealand	Way	(a	joint	branding	venture	between	Trade	New	Zealand	and	Tourism	New	Zealand),	to	attend	two	LFW’s,	presented	in	the	West	Lawn	Tent	on	the	grounds	of	Natural	History	Museum,	London,	in	February	and	September	1999	(Goodrum,	2010,	p.	314;	Harris,	1999;	Knol,	1999;	Shand,	2010;	Vidal,	1999a).	Primarily	a	marketing	strategy,	the	sponsorship	built	on	New	Zealand’s	presence	at	AFW	1997	and	AFW	1998,	and	offered	a	relatively	inexpensive	means	to	promote	wool	to	overseas	markets,	while	providing	a	“national	‘feel	good’	story”	(Harris,	1999,	p.	48)	for	the	home	audience.		The	group	received	media	interest	unprecedented	for	New	Zealand	fashion	designers,	and	became	collectively	dubbed	‘The	New	Zealand	Four’,	a	term	that	was	attributed	and	used	in	a	way	that	suggested	consistent	relational	attributes,	distinct	to	the	designers	New	Zealand	identities	or	influences	(Molloy	&	Larner,	2013,	p.	52;	Vidal,	1999b).	These	attributes	were	supported	on	the	catwalk	and	stage-side,	through	the	use	of	natural	materials,	such	as	cowhide,	lambskin	and	woollen	fabrics,	projected	video	of	native	ferns	unfolding,	audio	of	Māori	
kōauau	(flute)	music,	and	gifts	of	native	seeds	and	woven	kete	(Māori	customary	baskets),	which	together	helped	project	a	locale-based	identity	linked	to	primary	industry,	nature	and	indigeneity	(Blomfield,	1999;	Molloy	&	Larner,	2013,	pp.	52-53;	Shand,	2010;	Vidal,	1999a).		It	was	also	identity-in-the-making.	The	designer’s	aesthetic	was	interrogated	within	a	framework	of	national	identity	as	the	(primarily	Australasian)	media	and	industry	observers	sought	to	define	a	‘New	Zealand	look’	based	in	shared	characteristics	(Hammonds,	2010;	Molloy	&	Larner,	2013,	pp.	125-151;	Regnault,	2012),	which	had	earlier	been	recognised	at	AFW	1997	and	AFW	1998	(Blomfield,	1998;	Cosic,	1998;	Maynard,	2000b;	Schaer,	1998).	Despite	the	inclusion	of	startlingly	bright	elements	and	earthy	tones	in	the	designer’s	collections	(Knol,	1999;	Vidal,	1999b),	a	narrative	emerged	that	New	Zealand	fashion	designers	shared	“a	clearly	defined,	though	darkly	romantic,	even	gothic	style”	(Maynard,	2000b,	p.	186),	were	“dark,	moody	...	edgy	and	intellectual”	
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(Alexander,	2010,	p.	ix;	Fitzgerald,	1999;	Molloy	&	Larner,	2013,	pp.	125-151;	Regnault,	2012),	with	a	“measured	seriousness	and	underplayed	rigour”	(Shand,	2010,	p.	xiii);	particularly	when	seen	in	relation	to	their	more	flamboyant	Australian	contemporaries	(Alderson,	2001;	Buick	&	King,	2015;	Maynard,	2000b,	p.	186;	Regnault,	2012,	pp.	203-204;	Schaer,	2000;	Shand,	2010,	p.	xiii).	Walker	too,	expanded	on	these	attributes	in	an	article	titled	‘Southern	Gothic’,	which	located	her	designs	as	being	“well	matched	to	the	Wuthering	Heights	landscape	that	surrounds	[her]	...	house	in	the	Waitakere	Ranges	outside	Auckland”	(Fitzgerald,	1999,	¶6).	As	Walker	defined	it:			[In	New	Zealand]	there’s	a	heavy,	ominous,	slightly	restrained	kind	of	feel	...	And	I	think	that	it	comes	from	our	culture	and	our	landscape	and	just	the	personality	of	the	country.	There’s	a	heaviness	to	it	(quoted	in	Fitzgerald,	1999,	¶6).			Similar	observations	were	made	by	Walker	in	Linnell’s	(2000)	review	of	AFW	2000,	using	the	Etiquette	collection	as	an	example.	Linnell	identified	that	New	Zealand’s	relative	isolation	from	international	markets	enabled	a	characteristic	attitude,	which	Walker	was	cited	as	calling	“a	pioneer	spirit”	(¶12),	giving	a	freedom	of	design	practice	that	Linnell	felt	reflected	“our	growing	confidence	as	a	nation”	(¶13).		While	Walker	made	similar	claims	elsewhere	(Regnault,	2012,	pp.	230,	n.217;	Yan,	2001),	she	would	later	retract	those	sentiments:			The	New	Zealand	thing	is	an	easy	descriptor	and	sometimes	a	point	of	difference	...	it’s	not	an	indicator	of	style	...	I	really	do	think	where	I	come	from	is	irrelevant	(quoted	in	Meagher,	2008,	pp.	150-152).		While	the	dark,	moody,	intellectual	narrative	has	continued	to	be	sustained	(de	Pont,	2012d;	Labrum,	2010a;	Perry,	2014;	Walker,	2014),	it	carries	with	it	a	tension	and	ongoing	need	to	determine	(Molloy,	2004;	Molloy	&	Larner,	2013,	pp.	125-151),	if	such	qualities	are	really	reflective	of	a	green,	Pacific,	and	diverse	country?	New	Zealanders	were	not	alone	in	millennial	anxieties	and	a	taste	for	black	fashion	(Evans,	2003).			
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The	New	Zealand	fashion	industry	enters	museums	The	two	LFWs	in	1999	concentrated	an	economic	imperative	and	concurrently	provided	an	opportunity	to	reflect	on	a	national	fashion	identity,	through	a	distant	lens	located	in	London,	that	enabled	a	view	back	to	a	small	corner	of	the	world	not	previously	known	for	a	distinct	fashion	identity.	As	industry	analyst	Paul	Blomfield	(2002)	identified,	for	the	first	time,	in	1999:			New	Zealand	designer	fashion	was	being	presented	to	the	world	as	a	concept.	Not	just	one	designer,	but	a[s]	designers	of	a	nation	(p.	17).		Concurrently,	the	fashion	designers	were	being	presented	to	New	Zealanders	at	home.	New	Zealander’s	fashion	knowledges	greatly	increased	at	this	time,	through	widespread	promotion	in	local	and	national	news	stories,	trade	and	industry	journals	(Hammonds,	2010,	p.	335;	Molloy	&	Larner,	2013,	pp.	125-151);	and	through	economic	and	political	support	and	interest.	Within	a	relatively	short	time,	these	new	fashion	knowledges	and	identity	narratives	would	also	be	extended	into	museums.			The	next	sections	look	briefly	at	five	exhibitions	that	help	demonstrate	how	these	narratives	were	translated	into	museums	through	the	Broken	Pearls	dress	as	a	boundary	object.	Four	of	the	exhibitions	featured	the	Broken	Pearls	dress,	and	one	did	not	but	is	included	here	to	aid	insight	into	the	concerns	of	this	chapter.	Two	exhibitions	that	featured	the	Broken	Pearls	dress	are	not	discussed	here.	In	2001	the	dress	was	exhibited	in	the	Grand	
Marnier/Powerhouse	Museum	Fashion	of	the	Year	2000	exhibition,	an	annual	presentation	of	new	FOTY	acquisitions;	and	in	2004,	was	exhibited	in	Nineties	to	
Now:	Fashion	of	the	Year	Retrospective,	a	survey	of	the	FOTY	programme.	These	exhibitions	were	intended	as	an	overview	of	collecting	during	the	period,	with	a	nod	to	changing	styles.	While	the	Broken	Pearls	dress	was	included	in	both,	these	exhibitions	were	not	designed	to	provide	detailed	interpretation,	or	to	place	the	garments	into	wider	contexts	(‘Exhibition	didactics’,	2001,	2004).	They	are	therefore	acknowledged	but	set	aside	from	the	following	enquiry,	which	focusses	on	exhibitions	in	New	Zealand	and	America.			
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Five	exhibitions	with	the	Broken	Pearls	dress,	and	not	
	
1.	Fashion	Now,	2001	Contemporaneous	with	wider	recognition	of	the	emergent	New	Zealand	designer	fashion	industry,	in	2001	Te	Papa	launched	“Fashion	Now	...	a	discrete	space	dedicated	to	the	display	of	New	Zealand	fashion	post	1945”	(‘Fashion	Now’,	2001,	¶1,	italics	in	original),	in	the	area	also	known	as	the	Eyelights	Gallery.	Led	by	senior	curator	Angela	Lassig,	this	was	the	beginning	of	a	dedicated	fashion	exhibition	programme.	Te	Papa	had	opened	in	1998,	and	in	those	first	years,	exhibitions	were	large,	long-term,	interdisciplinary	and	worked	across	collections,	meaning	garments	were	exhibited	in	broadly	themed	exhibitions	not	focussed	on	fashion	(Labrum,	2014,	pp.	106-112).	The	Fashion	Now	programme	provided	an	opportunity	to	use	a	small,	dedicated	area	for	shorter-term	exhibitions,	thus	showcasing	what	was	by	then	a	collection	strength,	and	facilitating:		 A	coherent	and	robust	strategy	for	the	collection	of	fashion	...	to	ensure	that	the	museum’s	collection	reflects	both	important	trends	in	design	and	change	in	social	habit	(‘Fashion	Now’,	2001,	¶5).			Shorter	timeframes	would	also	satisfy	conservation	requirements	(‘Internal	email’,	2001).	Following	the	success	of	the	incoming	international	touring	exhibition	Gianni	Versace	(2001),	which	focussed	on	the	work	of	Italian	fashion	designer	Gianni	Versace,	Fashion	Now	would	also:		 Go	some	way	to	answering	the	critics	of	Versace	[exhibition],	who	were	questioning	‘where	is	the	exhibition	of	New	Zealand	[fashion]	design?’	('Marketing	Plan',	2001,	¶4).		That	first	exhibition,	also	known	as	Fashion	Now,	had	a	broad	brief	that	spanned	the	work	of	contemporary	Māori,	Pacific,	avant-garde,	fantasy	television	costume,	woollen	sportswear	and	high-end	fashion	design;	with	most	items	newly	purchased	acquisitions	(‘Eyelights:	Content’,	2001).	As	concept	notes	developed	at	the	exhibition	planning	stage	explain,	the	project	represented	“a	shift	in	direction	away	from	the	largely	historical	to	consideration	of	contemporary	design	in	New	Zealand”	(‘Eyelights:	Concept’,	2001,	¶3).	It	would	
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also	build	on	new	relationships	then	being	established	with	designers,	such	as	Walker	(‘Eyelights:	Concept’,	2001).			The	Broken	Pearls	dress	was	purchased	at	this	time	as:		 An	iconic	and	immediately	recognisable	example	of	Karen	Walker’s	work	[that]	...	combines	elements	from	her	previous	collections,	and	can	operate	on	several	levels	as	a	showpiece	and	an	example	of	commercial	success	('Information',	2001,	¶5).			Te	Papa	was	now	actively	working	to	reflect	the	emergence	of	New	Zealand	fashion	design,	as	a	distinct	and	successful	local	industry	with	presence	in	international	markets.	The	extended	object	label	for	the	Broken	Pearls	dress	captured	this	sense,	with	the	heading	“Pearl	of	the	fashion	world”	(‘Walker	Carlson	EOLs’,	2001).			
2.	The	First	New	Zealand	Fashion	Week,	2002	The	following	year,	the	Fashion	Now	programme	was	used	to	show	a	further	development	of	the	fashion	industry,	though	the	exhibition	The	First	New	
Zealand	Fashion	Week.	Walker	was	neither	at	this	event,	nor	featured	in	the	exhibition,	which	focussed	on	several	other	fashion	designers.	This	absence	demonstrates	several	points:	Walker’s	ambivalent	relationship	to	fashion	weeks,	which	she	attends	based	on	a	business	case,	rather	than	a	sense	of	patriotism	(Gregg,	2003,	pp.	32-33;	Shand,	2014,	p.	94);	the	need	for	curatorial	variety	in	exhibition	programming,	for	audience	development	and	conservation	reasons;	and	because	it	provides	a	rare	example	of	industry	and	exhibition	critique,	through	an	exhibition	review	by	cultural	geographer	Alison	Goodrum	(2004).	Goodrum’s	review	offers	a	means	to	examine	Walker’s	work	within	a	framework	of	national	identity	and	the	political	project	of	fashion	design.	It	also	provides	a	brief	discussion	of	a	New	Zealand	exhibition	similar	to	the	main	case	study,	Frock	Stars.		
The	First	New	Zealand	Fashion	Week	was	a	more	fully	developed	exhibition	project	than	Fashion	Now,	with	extensive	planning	and	concept	development	(‘Exhibition	planning’,	2002).	Across	six	themes,	it	introduced	the	impetus	and	
 200 
purpose	of	NZFW;	the	theatrical	nature	of	the	event;	explored	the	process	of	fashion	design	from	inspiration	to	realisation;	considered	differences	between	catwalk	garments	and	their	ready-to-wear	equivalents;	examined	design	themes	inflected	by	fashion	internationally;	and	identified	designs	reflective	of	a	uniquely	local,	placed-based	New	Zealand	identity	(‘Text	and	labels’,	2002).	The	exhibition	included	video	footage,	NZFW	ephemera,	and	like	its	Australian	counterpart,	linked	back	to	an	objective	to	record	the	fashion	week	phenomenon,	through	collecting	and	documentation	(‘Business	case’,	2002;	‘Meeting	minutes’,	2002).				The	exhibition	goals	and	objectives	clearly	stated	an	intention	to	develop	visitor’s	fashion	knowledges	through	primary	and	secondary	messages:		
• [As]	Visitors	will	learn	that	New	Zealand	Fashion	Week	2001	was	a	landmark	event	for	New	Zealand	fashion.	
• Visitors	will	learn	about	six	different	aspects	of	Fashion	Week;	from	creating	the	event,	to	designing	the	garments,	to	staging	the	fashion	show	...	
• Visitors	will	be	introduced	to	New	Zealand	fashion	designers	and	their	work	('90%	concept	design',	2002).		Linking	back	to	New	Zealand	identity,	however,	would	be	a	more	complex	and	inconsistent	objective.	The	exhibition	featured	garments	and	labelling	that	demonstrated	a	range	of	design	influences,	yet	also	positioned	NZFW’s	managing	director	Pieter	Stewart’s	desire	“to	ensure	that	Fashion	Week	retains	its	uniquely	Pacific	flavour,	and	remains	different	from	other	fashion	weeks	around	the	world”	('NZFW	label	rails',	2002).	This	was	made	evident	in	the	exhibition,	through	the	inclusion	of	a	‘Style	Pasifika’	section	featuring	Māori	and	Pacific	designers.	Less	clearly	articulated,	was	how	the	other	fashion	designer’s	British	or	Russian	influences	were	also	reflective	of	their	ancestry	or	heritage,	for	example,	through	New	Zealand’s	predominantly	British	settlement	or	post-World	War	Two	immigration;	so	destabilising	the	claims	about	the	non-Māori	and	non-Pacific	fashion	designer’s	identities.		
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While	it	must	be	acknowledged	that	curatorial	work	has	a	very	different	impetus	to	that	of	exhibition	reviewers,	such	as	Goodrum	(2004)	–	a	member	of	the	University	of	Auckland’s	interdisciplinary	Fashion	Project,	who	has	examined	New	Zealand’s	designer	fashion	industry	as	a	gendered	and	political	economic	project,	and	whose	doctoral	research	investigated	globalisation	and	national	identity	in	the	British	fashion	industry	(Goodrum,	2005b)	–	several	points	that	Goodrum	raised	in	a	review	of	the	exhibition	are	useful	to	include	here.	Goodrum	(2004)	felt	that	the	exhibition	conveyed	a	successful	rendition	of	the	NZFW	stage-side	experience,	through	its	exhibition	design,	but	that	the	approach	was	overly	“celebratory”	(p.	101)	in	tenor.	Goodrum	questioned	the	“landmark”	(p.	101)	status	of	NZFW,	as	if	suggestive	of	New	Zealand	fashion	designers	“readiness	and	ability”	(p.	102)	to	participate	in	the	globalised	fashion	industry	of	that	time	(also	see,	Shand,	2014).			Goodrum	(2004)	considered	that	the	exhibition	glossed	over	many	problems	in	New	Zealand’s	fashion	industry,	such	as	labour	shortages,	funding,	and	sector	decline;	much	of	which	have	been	outlined	above.	Critically,	Goodrum	placed	the	exhibition	in	a	wider	political	context,	as	being	implicitly	involved	in	industry-making	by	extending	“an	aggressive	[political]	campaign	to	push	the	creative	industries	to	the	forefront	of	New	Zealand	identity”	(pp.	102-103).	Goodrum	felt	that	links	made	between	industry,	nation	and	identity	caused	the	exhibition	to	become	“a	site	at	–	and	through	–	which	we	find	culture	and	industry	in	the	making”	(p.	103).	In	doing	so,	Goodrum	found	that	the	museum	became	“an	active	agent	of	an	emerging	cultural	economy”	(p.	100,	emphasis	in	original).	These	points	parallel	wider	critique	of	practices	at	Te	Papa,	which	pointed	to	an	active	role	in	nation	building	and	identity-making,	through	cultural	and	historical	representation	(Gore,	2002;	Message,	2009;	P.	H.	Williams,	2003).		That	same	year,	professor	of	women’s	studies	Maureen	Molloy	(2004),	a	Fashion	Project	colleague,	similarly	critiqued	the	identity	narrative	attributed	to	New	Zealand	fashion	design,	through	media	and	marketing	of	the	time.	Molloy	cited	a	tension	that	resided	between	what	she	identified	as	being	ironic,	
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primarily	British	and	nostalgic	influences	inflected	in	the	work	of	fashion	designers,	such	as	Walker,	rather	than	identifiable	attributes	of	New	Zealand’s	place-based	aesthetics	(such	as	colour	and	form	of	landscapes),	culture	(being	dark,	edgy,	Southern	Gothic),	or	politics	(reflecting	uncertain	times),	and	so	suggested	that	the	designer’s	aesthetics	were	not	really	characteristic	of	New	Zealand	or	New	Zealanders.	While	examining	the	validity	of	these	identity	concerns	was	not	the	purpose	of	the	exhibition,	by	its	nature,	as	a	national	museum,	Te	Papa	works	to	engage	with	these	narratives	(Gore,	2002;	Message,	2006;	P.	H.	Williams,	2003).			Thus,	even	in	absence,	Walker’s	designs	were	present.	They	could	easily	have	fitted	into	the	exhibition	narratives	of	success,	identity,	industry	maturity	and	celebration,	and	indeed	had	been	integral	to	that	history.	While	a	tension	existed	between	the	substance	of	local	or	wider	design	influences,	this	too	could	have	been	evidence	of	a	settler	colonial	society,	or	an	attempt	by	designers	to	position	their	work	as	reflective	of,	or	relevant	in,	broader	markets.	These	qualities	were	certainly	evident	in	how	Walker	positioned	and	claimed	her	design	influences	at	the	time.		The	team	at	Te	Papa	may,	whether	planned	or	not,	have	well	reflected	that	complexity	and	tension,	by	providing	visitors	with	an	opportunity	to	reflect	upon,	whether	the	garments	they	saw	before	them	were	indeed	reflective	of	a	consistent,	personal	or	nation-wide	fashion	identity.	While	Goodrum	(2004)	and	Molloy’s	(2004)	arguments	have	considerable	merit,	expecting	a	coherent	look	in	New	Zealand	fashion	may	be	an	unrealistic	proposition.	The	next	two	exhibitions,	outlined	below,	attempted	just	that,	through	a	singular	feature:	the	colour	black.	Again,	Walker’s	designs	were	central.		
3	and	4.	Black	in	Fashion:	Wearing	the	Colour	Black	in	New	Zealand,	2011;	and	
HELLO,	We	Are	the	New	Zealand	Fashion	Museum,	2014		A	desire	to	find	a	collective	sense	of	identity	through	fashion	is	often	widespread.	Yet,	while	there	is	little	historically	to	attest	to	black	clothing	being	an	especially	New	Zealand	habit	(Ebbett,	1977;	Wolfe,	2001),	and	museum	
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collections	do	not	reveal	this	(Malthus,	1996),	since	the	late	1990s,	an	identifiable	sense	of	darkness	has	been	claimed	as	a	distinct	New	Zealand	fashion	attribute.	This	was	the	premise	of	the	NZFM’s	exhibition	Black	in	
Fashion:	Wearing	the	Colour	Black	in	New	Zealand,	timed	to	coincide	with	the	2011	New	Zealand	Rugby	World	Cup,	when	wearing	black	was	a	matter	of	national	sporting	pride	and	identity	[Figure	7.11].			
	Figure	7.11:	A	Broken	Pearls	dress	in	Black	in	Fashion	(2011).	Image:	Stephen	Tilley,	NZFM.			In	the	exhibition,	HELLO,	We	Are	the	New	Zealand	Fashion	Museum	(2014),	there	was	also	a	section	devoted	to	black	in	fashion,	which	reprised	the	same	thematic	[Figure	7.12].	The	Broken	Pearls	dress	featured	in	both	exhibitions,	and	was	also	reproduced	in	two	related	publications:	a	short	exhibition	catalogue	(de	Pont,	2012a),	and	an	edited	anthology	of	research	essays	(de	Pont,	2012d),	both	published	by	NZFM.	Elsewhere,	black	has	provided	a	coherent	strategy	for	
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curatorial	projects,	from	Melbourne	to	Antwerp	(Gray,	2009a;	Leong,	2008;	Pecorari,	2013),	but	as	a	premise,	does	much	to	deconstruct	its	own	narrative.			
	Figure	7.12:	‘Black	in	Fashion’	section,	HELLO,	We	Are	The	New	Zealand	Fashion	Museum	(2014).	Image:	NZFM.			In	New	Zealand,	black	clothing	has	been	variously	explained	as	a	feature	of	settlement	during	the	Victorian	era,	of	Māori	influence,	as	indication	of	sporting	allegiance,	and	linked	to	visual	iconography,	film,	music,	authority	figures,	rebelliousness,	fashion	period,	city,	an	ease	of	style	or	attitude	of	laid-back	casualness	(de	Pont,	2012d;	Gibson,	2007;	Labrum,	2010a;	Perry,	2014).	As	historian	Roger	Blackley	(2012)	observed	in	his	review	of	the	Black	in	Fashion	anthology:			Depending	on	context,	black	is	capable	of	signifying	anything	and	everything:	elite	status	and	authority;	rebellion	and	dissent;	national	pride	and	identity.	I	began	to	wonder	whether	the	past	really	had	occurred	entirely	in	black	and	white,	or	if	this	effect	might	have	been	photography’s	contribution	(¶3).				
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Certainly,	the	inclusion	of	the	Broken	Pearls	dress	in	either	exhibition	could	suggest	a	monochromatic	revision.	The	first	appearance	of	the	dress	at	AFW	2000	included	the	plain	French	navy	fabric	(although	almost	black	in	appearance),	and	the	boldly	patterned	gold-toned	florals,	with	the	overlaid	Broken	Pearls	print	[Figure	7.8].	The	design	did,	however,	support	both	exhibition	propositions	at	the	points	where	it	was	included,	styled	first	as	an	elegant,	and	then	as	an	edgier,	example	of	the	dark	and	intellectual	qualities	assigned	to	New	Zealand	fashion.	It	could	also	be	read	as	being	ironic,	nostalgic	and	of-the-moment,	qualities	elsewhere	identified	as	indicative	of	New	Zealand	style	during	the	millennial	period	(Goodrum,	2005b;	Linnell,	2000;	Molloy,	2004),	provided	your	reading	was	carefully	edited.	As	historian	Bronwyn	Dalley	(2012)	pointed	out	in	a	review	of	Black	in	Fashion,	the	exhibition	repeated	rather	than	interrogated	the	‘black	in	fashion’	identity	premise.		
5.	Fashion:	The	Greatest	Show	on	Earth,	2003	The	last	exhibition	had	a	very	different	purpose:	to	present	the	Broken	Pearls	dress,	not	only	for	its	design	attributes	but	as	an	example	of	the	catwalk	fashion	show	as	performance	art	(Duggan,	2001b),	by	using	Walker’s	AFW	2000	presentation,	when	Discman	players	had	been	provided	for	the	audience	to	make	personal	music	selections	[Figure	7.13].	The	introduction	to	the	exhibition’s	‘Statement’	section	positioned	Walker	as	an	example	of	a	‘statement	designer’,	where:			 Drawing	on	politically	charged	performances	of	the	1970s,	designers	like	...	Karen	Walker	stage	fashion	shows	that	are	loaded	with	social	commentary	...	akin	to	public	protests	...	Statement	designers	create	environments	and	presentations	that	reflect	confrontational	ideas	and	messages	('A.	Section	Header’,	2003).		While	an	interesting	proposition,	this	probably	overstated	Walker’s	intentions,	which	the	garment’s	object	label	realigned	to	a	less	daring	purpose,	as:			 Depending	on	which	of	the	unique	scores	you	chose,	you	could	transform	the	feel	of	the	[Karen	Walker]	show	entirely	...	Just	as	the	audience	is	empowered	to	make	selections,	her	customers	are	invited	to	wear	men’s	neckties	and	strands	of	fake	broken	pearls	(‘IV.	Walker’,	2003).			
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This	was	certainly	more	in	keeping	with	the	way	Walker	had	portrayed	the	selections	as	simply	“an	extension	to	the	concept	of	not	being	restrained	to	just	one	option”	(quoted	in	"Behind	the	scenes,"	2000,	¶8).	Several	AFW	2000	shows	were	very	theatrical	(Allen,	2000),	and	the	possibility	of	women	wearing	neckties	or	strands	of	broken	pearls	seemed	uncontroversial	to	observers	of	the	time	(Alderson,	2000b,	2000c;	Epaminondas,	2000c;	Hoyer,	2000;	Hume,	2000;	Lock,	2015,	pp.	104-105).			
	Figure	7.13:	Installation,	Fashion	(2013).	Image:	Rice+Lipka	Architects.				In	Fashion,	the	suggestion	was	that	the	Broken	Pearls	dress	stood	for	a	protest-like	empowering	or	individualising	experience,	yet	the	connections	between	exhibition	premise,	garment	and	original	context	were	made	somewhat	tenuous,	through	interpretation.	The	exhibition	does,	however,	demonstrate	that	the	seeming	simplicity	of	the	Broken	Pearls	dress	has	served	a	variety	of	exhibition	propositions.	It	captures	the	sense	that	the	design	empowered	these	possibilities,	such	as	when	linked	to	the	music	selections	of	the	AFW	2000	catwalk	audience.	It	also	indicates	the	variety	of	potential	fashion	knowledges	
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that	both	observers	and	PLU,	the	Karen	Walker	garment	wearers,	may	have	attributed	to	the	Broken	Pearls	design	and	garment:	in	itself	evidence	of	a	significant	identity	action,	through	garment	selection	and	the	attribution	of	personal	meaning.			
The	Broken	Pearls	dress	in	exhibitions	and	more	Like	any	good	collection	item,	the	Broken	Pearls	dress	has	been	successfully	translated	into	a	variety	of	exhibition	contexts.	While	the	exhibitions	above	included	two	style	iterations	and	up	to	four	garments,	the	exhibited	garments	were	each	variants	of	the	one	stable	Etiquette	collection	dress,	combining	the	cocktail	silhouette	with	the	Broken	Pearls	print.			The	Broken	Pearls	dresses	were	leveraged	for	a	variety	of	purposes,	including	to	help	tell	the	story	of	an	emergent	New	Zealand	designer	fashion	industry,	and	as	a	prompt	for	active	collecting.	Although	not	part	of	The	First	New	Zealand	
Fashion	Week	exhibition,	the	dress’s	absence	can	also	be	read	within	a	narrative	of	political,	economic	and	national	identity,	and	sits	easily	with	the	wider	context	of	fashion	design	success,	as	told	through	that	exhibition.	The	Broken	Pearls	dress	has	also	been	used	to	consider	New	Zealand	identity,	through	a	popular	colour.	It	has	been	linked	to	Walker’s	innovative	presentation	practices,	which	enabled	the	AFW	2000	audience	to	choose	their	preferred	music,	much	as	Walker’s	PLU	make	identity	selections,	through	Karen	Walker	garments.	In	
Frock	Stars,	exhibition	labelling	was	used	to	recall	an	Australian	celebrity’s	presence	and	stage-side	experience	of	Walker’s	performative	catwalk	show,	as	well	as	the	mood	of	the	Australian	social	and	cultural	context	at	the	turn	of	the	millennium.	In	ways	such	as	these,	a	multiplicitous	garment	can	successfully	retain	its	features	but	also	be	easily	read	as	a	boundary	object,	being	woven	into	political,	cultural,	economic,	business	and	historical	narratives,	and	conveying	multiple	meanings	of	relevance	for	museum	visitors.		For	the	FOTY	selection	panel,	the	Broken	Pearls	dress	was	regarded	as	the	‘It’	garment	of	the	season,	and	for	the	fashion	media,	a	garment	that	captured	a	fin	
de	siècle	moment.	There	was	nothing	in	any	of	the	exhibitions	to	explain	why	
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pearls	and	a	classic	silhouette	could	have	meaning	at	the	turn	of	the	millennium,	nor	what	it	meant	for	a	New	Zealander	to	be	present	–	let	alone	collected	–	in	the	AFW	context.	For	a	New	Zealander	attending	any	of	the	exhibitions,	the	experience	may	have	had	quite	different	referents:	they	may	have	been	aware	of	the	social,	economic	and	political	upheavals	over	the	previous	decades,	of	policies	that	had	shaped	New	Zealand’s	fashion	manufacturing	industry,	and	of	the	subsequent	celebratory	response	to	New	Zealand’s	emergent	fashion	design	success.	They	may	also	have	recognised	the	name	of	the	designer,	or	have	even	owned	a	Karen	Walker	garment,	new,	second-hand,	a	copy	or	diffused	iteration.	They	could	certainly	have	overlaid	their	own	narratives	and	meanings,	and	greatly	extended	the	range	of	fashion	knowledges	and	connections	to	material	identities,	well	beyond	that	of	Walker’s	PLU	or	the	context	of	AFW	2000.		As	the	variety	of	translations	networked	around	the	Broken	Pearls	dress	demonstrate,	curators	play	a	powerful	role	in	determining	and	interpreting	the	context	and	presentation	of	a	fashion	garment.	Yet	they	also	rely	on	relatively	stable	objects,	which	can	make	a	translation	from	one	social	world	to	another,	as	a	means	to	convey	fashion	knowledges	and	connect	with	the	material	identities	of	visitors.			In	his	seminal	book	on	fashion	and	modernity,	published	at	the	millennium,	cultural	theorist	Ulrich	Lehmann	(2000)	identified	how	the	best	fashion	designers	can:		 Create	the	perfect	expression	of	the	contemporary	spirit,	which	ironically,	manifests	itself	in	clothes	whose	design	is	drawn	from	a	past	sourcebook	...	they	provide	a	veritable	embodiment	of	a	cultural	concept	(p.	xviii).			Just	as	concepts	can	be	translated	into	fashion	garments,	inflected	with	the	contemporary	spirit	of	the	moment	in	which	they	are	created,	so	too	can	media	texts	be	written,	or	exhibitions	be	used,	to	carry	that	inflection.	The	exhibitions	above	reflected	networked	translations,	made	at	the	time	by	fashion	media	and	observers,	and	by	Walker,	the	fashion	designer.	Garments,	such	as	the	Broken	Pearls	dress,	concentrate	multiple	possibilities,	being	easily	read	as	millennial,	
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ironic,	nostalgic,	dark,	edgy,	intellectual,	performative,	political,	reflective	of	a	Southern	Gothic	sensibility	or	expressive	of	New	Zealand	identity.	And	while	multiple,	they	can	also	concentrate	complex	moments.	In	this	sense,	the	Broken	Pearls	dress	acts	as	an	exemplary	boundary	object,	being,	as	Star	and	Griesemer	(1989)	identified,	“both	plastic”	and	able	to	retain	its	“identity	across	sites”	(p.	393).	Nine	years	after	AFW	2000,	Walker	too,	reprised	this	plasticity,	when,	in	2009,	she	reissued	a	shortened	version	of	the	Broken	Pearls	dress,	in	new	colourways	of	grey	and	black	t-shirt	fabric,	for	a	new	collection	[Figure	7.14].			
	Figure	7.14:	The	Broken	Pearls	dress	reprised	for	a	new	collection,	2009.	Image:	Karen	Walker	
Ltd.			
Conclusion:	the	Broken	Pearls	dress	as	a	fashion	translation	Museums	operate	as	just	one	of	the	sites	where	fashion	knowledges	are	translated.	They	operate	in	complex	networks	and	as	the	above	discussion	has	demonstrated,	present	exhibitions	using	garments	that	have	been	developed	and	exist	within	multiple	spheres	of	influence.	The	Broken	Pearls	dress	does	
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just	this.	It	operates	as	a	personal	narrative	of	design	influences,	as	seen	through	Walker’s	diary	and	the	referents	she	has	woven	into	her	practice.	It	works	as	a	reflection	of	personal	identity,	as	much	as	a	collective	output	of	the	
Karen	Walker	team.	The	Broken	Pearls	dress	was	made	for	imagined	and	real	consumers,	with	fictional	and	actual	identities:	from	Walker’s	PLU,	to	actual	wearers,	media	and	representations,	both	written	and	visual,	and	was	also	used	in	a	variety	of	exhibition	contexts.	It	is	part	of	a	new,	New	Zealand	fashion	history;	and	although	no	exhibition	has	been	explicitly	devoted	to	the	topic,	it	is	entwined	in	narratives	of	national	identity	positioned	in	a	globalised	market,	as	seen	through	LFW	and	the	economic	imperatives	of	the	period.			An	effective	garment	can	carry	these	associations,	just	as	much	as	individual	designers	can	do	for	a	country,	where	one	can	stand	for	all:	a	whole	career,	a	seasonal	collection,	a	period	of	work,	New	Zealand’s	presence	on	the	world	stage,	a	changing	economic	and	social	environment,	a	national	identity	conveyed	through	colour,	a	performative	action,	or	inspiration	for	later	editions.				The	Broken	Pearls	dress	provides	a	classic	example	of	a	boundary	object	by	playing	a	central	role	in	“developing	and	maintaining	coherence	across	intersecting	social	worlds	(Star	&	Griesemer,	1989),	by	moving	across	and	between	fashion	and	museum	worlds,	and	by	carrying	fashion	knowledges	from	one	to	the	other,	through	references,	materials,	contexts,	interpretations,	easily-read	design	features	and	more.	As	this	chapter	has	shown,	as	boundary	objects,	garments	can	also	intersect	with	and	carry	material	identities	between	those	worlds:	from	the	fashion	world	to	the	museum	world,	to	be	conveyed	to	visitors,	who,	just	as	Tulloch	(1989)	observed,	are	engaged	by	fashion	knowledges,	understood	through	their	own	material	identities.	What	is	translated	from	the	fashion	world	to	the	museum	world	is	the	subject	of	the	next	chapter,	which	gives	consideration	to	museums	as	a	form	of	fashion	media.					
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Chapter	8:	Museums	as	Fashion	Media					
Revisiting	Frock	Stars	fashion	media			Where	might	fashion	media	be	found	in	a	fashion	exhibition?	In	Frock	Stars,	the	materialities	and	practices	of	fashion	media	were	everywhere.	They	were	represented	by	the	clicking	of	paparazzi	cameras	at	the	exhibition	entrance,	and	through	the	recorded	comments	of	fashion	editors	that	could	be	heard	in	the	front	row	area	[Figure	4.5].	Fashion	media	practices	were	featured	in	the	portraits	of	celebrities	in	the	VIP	area,	and	through	the	Be	a	Fashionista	Table	that	enabled	visitors	to	role-play	magazine	editing.	Fashion	media	participants	were	present	through	their	media	verdicts	quoted	on	wall	and	label	didactics;	and	in	the	front	row	photographs	that	helped	give	the	exhibition	an	atmospheric	scene	setting,	redolent	of	AFW.	Emphasis	was	placed	on	the	media	accreditation	that	enables	privileged	access	to	coveted	AFW	delegate	passes	(‘The	delegates	pass’,	2010),	and	to	the	less	salubrious	“cramped	media	pit	[where]	up	to	150	photographers	and	camera	operators	fight	it	out	for	the	best	vantage	spot”	(‘The	media	pack’,	2010,	¶2).	The	centrality	of	media	to	AFW	was	made	unmistakable,	through	exhibition	labelling,	quotes	and	didactics:			 The	collection	shows	and	catwalk	schedule	at	Australian	Fashion	Week	are	carefully	devised	to	create	media	magic	through	eye-catching	imagery	and	high-glamour	stories	(‘The	media	pack’,	2010,	¶2).		 Today’s	fashion	media	pack	is	bigger	than	ever,	with	online	magazines	and	newspapers,	blogs	and	Twitter	all	covering	Fashion	Week	(‘Front	row’,	2010,	¶2).			As	well	as	representations,	fashion	media	participants	were	participants	in	
Frock	Stars’	exhibition	and	collection	development	process.	The	exhibition	concept	was	first	proposed	to	PHM	director,	Dawn	Casey,	by	IMG	Fashion,	the	international	media,	events	and	marketing	group,	that	have	owned	and	managed	AFW	since	2005,	and	which	also	became	the	key	exhibition	sponsor,	contributing	content,	staff	support,	advice	and	industry	access	('Interview',	
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2010).	Fashion	media	experts,	from	Harper’s	Bazaar,	The	Australian	Women’s	
Weekly	and	Vogue	Australia	magazines,	sat	alongside	PHM	representatives	on	the	FOTY	accession	panel,	thus	shaping	the	collection	from	which	the	Frock	
Stars	garments	were	chosen	(PHM,	2000).	Fashion	media	representatives	were	also	interviewees	during	exhibition	planning	and	contributed	to	exhibition	content,	by	providing	quotes,	objects	and	subject	matter,	featured	throughout	the	exhibition	('Interview',	2010,	p.	1;	‘List	of	letters’,	2010).		Fashion	media	were	also	integral	to	Frock	Stars	endorsement	and	promotion.	A	special	media	preview	was	promoted	as	a	prelude	to	AFW	2000,	and	provided	an	exhibition	pre-launch	that	helped	foster	ongoing	fashion	media	coverage	and	interest	(‘Clippings’,	2010).	As	well	as	formal	fashion	media,	museum	staff	and	fashion	bloggers	generated	social	media	content	(Cheng,	2013;	Clavey,	2014;	Evans,	2012;	Leong,	2014;	Missklicious,	2010),	while	fashion	media	collaborations	helped	extend	the	exhibition	premise.	For	example,	to	complement	Frock	Stars,	PHM	worked	with	Marie	Claire	magazine	to	present	an	adjunct	project,	displaying	“15	artworks	resulting	from	collaborations	between	key	fashion	designers	and	Australian	artists”	(MAAS,	2010,	p.	73).	
	In	part,	this	diversity	of	fashion	media	engagement	can	be	understood	as	reflecting	a	more	widespread	phenomenon,	by	contributing	to	a	circularity	of	practice,	as	curator	and	academic	Julia	Petrov	(2014)	has	observed,	where:			 Such	fashion	exhibitions	feed	directly	back	into	the	fashion	cycle	by	being	featured	in	the	same	media	outlets	and	inspiring	the	same	set	of	creatives	and	manufacturers	as	they	promote	(p.	83).			As	de	la	Haye	(2006)	has	shown,	while	fashion	exhibitions	and	fashion	media	may:		 Have	very	different	remits	…	as	increases	both	in	[fashion	media]	subscriptions	and	attendance	figures	for	fashion	exhibitions	reveal,	they	share	a	growing	audience	for	this	subject	(p.	149).			This	diversity	also	reflects	how	visitors	like	to	share	their	fashion	experience,	through	social	media	(Budge,	2017).	
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	Readily	observed,	in	Frock	Stars	fashion	media	engagement	also	went	deeper,	as	thinking	through	media	was	also	used	to	inform	Frock	Stars’	materialities	and	practices	by	shaping	the	very	exhibition	experience.	In	this	sense,	as	Witcomb	(2010)	has	identified	elsewhere,	multimedia	components	were	equally	real,	embodied	and	affective	exhibition	objects	in	their	own	right.	Or,	to	draw	on	influential	media	theorist	Marshall	McLuhan	(2013	[1964]),	in	Frock	Stars	the	immersive	nature	of	the	exhibition	meant	that	“the	medium”	was	thus	also	“the	message”	(p.	7).	This	worked	in	much	the	same	way	as	Henning	(2015)	has	observed,	through	McLuhan’s	work,	to	shape	and	impose,	through	the	exhibition’s	technical	design	and	structure,	the	very	“dispositions	or	orientation	[of	visitors]	even	before	any	specific	content	was	encountered”	(p.	xxxvi).	How	was	this	realised	in	Frock	Stars?				
Thinking	through	media	in	Frock	Stars	For	IMG	Fashion	and	the	PHM’s	team,	thinking	through	media	was	at	the	forefront	of	Frock	Stars	planning.	Not	only	was	the	exhibition	rich	in	fashion	media	participation	and	references,	but	concept	development	also	took	an	approach	that	positioned	the	exhibition	experience	as	being	explicitly	“mediatic”	(Henning,	2007,	p.	70):	conceived	as	an	experiential	form	of	three-dimensional	creative	entertainment	akin	to	other	media.	As	exhibition	development	notes	record,	the	plan	was	to	ensure	that,	through	promotions:		 It	[the	exhibition]	looks	like	a	TV	program	in	its	own	right	...	thats	[sic]	a	good	thing	as	that’s	what	we	are;	a	creative	hour	of	live	entertainment	...	just	in	a	better	value-added	physical	sense!	(‘PHM	Merged	Concepts’,	2010,	¶3,	emphasis	in	original).				Exhibition	planners	saw	this	approach	as	based	primarily	in	the	revealing	aspects	of	the	exhibition,	where	“visitors	are	not	just	seeing	a	catwalk	show,	they	are	experiencing	all	the	backstage,	insider	viewpoints,	etc”	(‘PHM	Merged	Concepts’,	2010,	¶1).	As	professor	of	fashion	history	and	theory	Caroline	Evans	(2013)	has	identified,	such	privileged,	behind-the-scenes	views	are	a	common	feature	of	today’s	unstructured	fly-on-the-wall	fashion	media	experiences,	reflecting	a	widespread	fashion	media	approach	that	is	purposefully	designed	to	
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give	consumers	a	spontaneous	sense	of	being	“really	there”	(p.	78)	as	part	of	a	fashion	event,	community	or	activity,	in	a	way	usually	only	possible	through	industry	access.		This	mediatic	approach	was	reinforced,	through	content	developed	by	PHM’s	editorial	and	publishing	department.	They	noted	that:			 [Frock	Stars]	departed	from	the	Museum’s	traditional	approaches	to	exhibition	text	and	presented	content	in	a	‘magazine	style’	in	keeping	with	the	fashion	content.	Bold	‘headlines’	and	extensive	use	of	quotes	from	industry	personalities	enhanced	the	experiential	flavour	of	the	exhibition	(MAAS,	2010,	p.	57).		Henning	(2007)	argues	that	mediatic	museum	practices	are	intentionally	experiential,	experienced	bodily,	and	privilege	a	shift	from	artefacts	to	experiences	and	representations.	Frock	Stars	contained	just	fifteen	garment	ensembles	from	MAAS	collections,	presented	alongside	numerous	props	and	sponsor	products,	from	makeup	and	wine	bottles,	to	magazines	and	goody	bags,	plus	audio,	text,	video	and	interactives.	Together,	these	were	designed	to	provide	an	immersive	access	to	insider	fashion	knowledges,	through	an	interactive	fashion	week	experience.	In	part,	this	assemblage	reflected	the	nature	of	fashion	weeks	as	very	experiential,	media	and	brand-driven	events.	Through	Frock	Stars	materialities	and	practices,	it	also	provided	a	means	for	visitor	engagement,	linked	to	visitor’s	own	fashion	knowledges	and	material	identities.			
Knowledge,	participation	and	questioning	of	fashion	media	in	Frock	Stars		In	Frock	Stars,	fashion	and	fashion	media	went	hand	in	hand.	More	than	just	through	concept	development	and	material	realisation,	as	the	above	examples	show,	in	Frock	Stars	there	were	also	opportunities	for	visitors	to	reflect	on,	engage	with,	emulate,	be	informed	by,	or	admire,	fashion	media.	These	fell	into	three	broad	categories,	which	effectively	shifted	expert	fashion	knowledges	from	curatorial	staff	to	fashion	media	representatives,	participants	and	visitors.	Firstly,	quotes,	didactics	and	modes	of	presentation	located	expert	fashion	knowledges	with	fashion	media	representatives:	not	just	through	their	unseen	
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work	behind	the	scenes	in	exhibition	and	collection	development,	but	also	when	shown	sitting	stage-side,	observing	events,	reporting	opinions,	or	being	seen	near	the	“media	magnets”	('Fashion	from',	2010,	¶2)	that	are	the	celebrities.	Secondly,	the	exhibition	provided	opportunities	for	visitors	to	participate	as	media	producers	and	consumers	in	their	own	right:	through	the	Be	a	Fashionista	Table;	as	co-creators	in	the	fashion	knowledge	experience;	and	through	self-realisation	of	their	own	fashion	knowledges,	made	or	gained	via	familiar	or	well-known	media	people,	brands	and	experiences.	Thirdly,	visitor’s	awareness	and	questioning	of	fashion	media	was	activated,	through	critical	engagement	with	their	mediatised	experiences	of	fashion	and	fashion	week	events.	This	was	demonstrated	through	visitor	comments	about	fashion	media	that	arose	in	response	to	the	exhibition,	as	seen	in	the	exhibition’s	visitor	response	cards.	The	response	cards	included	reflections	on	the	importance	of	fashion	media	as	a	means	of	accessing	fashion	knowledges,	for	example,	by	making	reference	to	fashion	magazines,	such	as	Vogue.	They	documented	the	personal	effects	of	fashion	media	on	these	embodied	individuals	and	their	identity,	particularly	through	media	representations	of	fashionable	ideals,	bodies,	beauty	and	ageing.	They	also	provided	an	opportunity	for	visitors	to	share	their	opinion	in	a	public	forum:		
Well	done	Vogue,	Women	and	Men	can	and	should	be	fashionable	at	All	
Ages!	
	
Vogue	has	given	girls	the	ability	to	dream	and	achieve	their	fashion	goals	
as	well	as	the	knowledge	to	be	responsible	about	where	it	comes	from.	
	
Impossible	and	destructive	images	of	bodies	and	beauty.	Fashion	industry	
does	more	harm	than	good.	
	
Fashion	is	just	marketing!	
	
Fashion	is	a	beautiful	but	cruel	industry	sometimes.	Don’t	believe	the	
fantasy.	
	
45%	of	the	voting	population	is	>50.	Where	are	some	great	clothes	for	
them?	
	
There	should	be	fashion	week	for	the	older	woman	(‘Visitor	response	cards’,	2010).			
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	As	these	few	examples	show,	these	participatory,	disruptive,	responsive	and	provocative	readings	of	fashion	and	fashion	media	positioned	these	visitors	as	active	and	fashion	knowledgeable	subjects,	as	well	as	subjects	familiar	with	a	range	of	fashion	media.	Latour	(2007)	asks	that	an	actor-network	approach	to	research	should	always	look	for	disruptions,	contradictions,	and	points	in	networks	where	information	does	not	flow	readily.	In	the	otherwise	seamless	experience	of	Frock	Stars,	these	provocations	indicate	a	need	to	examine	the	materialities,	practices	and	contexts	that	elicited	such	responses	in	the	exhibition	setting.	They	provide	an	entry	point	to	a	range	of	concerns	of	relevance	to	museums	and	exhibitions,	covering	issues	such	as	mediatic	practices,	the	use	of	fashion	knowledges	and	their	reiteration	in	the	museum,	the	dialogic	potential	and	ability	of	museums	to	reflect	audiences,	and	the	merging	of	fashion,	museum	and	visitor	worlds	and	experiences.	They	indicate	a	need	to	examine	what	it	means,	for	visitors	and	museums,	when	museums	engage	so	fully	with	the	concerns	of	fashion	media,	opening	up	a	means	to	examine	how	(or	whether)	museums	represent	varied	fashion	identities,	through	an	enquiry	into	practice.			
Overview	of	chapter	This	chapter	takes	this	brief	return	to	Frock	Stars	as	an	introduction	to	the	media	relationships	and	mediatic	materialities	and	practices	that	may	be	found	in	many	fashion	exhibitions	in	Australasia.	In	doing	so,	the	remainder	of	this	chapter	has	little	focus	on	the	material	realisation	of	‘intertextuality’	where,	by	word	or	image,	fashion	media	“appear	either	to	evoke	or	quote	other	[fashion]	media”	(Jobling,	2006,	p.	6).	While	such	materialities	and	practices	were	indeed	part	of	the	visual	and	textual	design	of	Frock	Stars,	the	focus	here,	is	rather	on	themes	that	impact	the	fashion	knowledges	and	material	identities	of	visitors,	through	practices	of	content,	effect	and	representation.		The	following	sections	identify	primary	literature	that	claim	the	space	of	museums	as	a	form	of	fashion	media,	then	turn	to	wider	museums	and	media	theory	to	understand	how	the	material	and	participatory	nature	of	museums	
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can	be	understood	to	share	characteristics	with	media	more	broadly.	In	doing	so,	an	emphasis	on	the	importance	of	museums	–	as	much	as	other	media	–	as	producers	of	knowledge	is	signalled.				The	chapter	then	looks	at	what	makes	fashion	media	distinctive,	as	a	means	to	distribute	fashion	knowledges	of	embodied	and	personal	significance.	This	is	then	applied	to	a	range	of	examples,	showing	how	museums	act	in	similar	ways	to	other	media,	through	the	presentation	of	current	fashions,	ideal	bodies,	consumers	and	fashionability.	The	chapter	concludes	by	drawing	out	some	implications	for	museum	practice.	In	order	to	do	this,	the	next	section	begins	by	looking	at	ways	in	which	fashion	exhibitions	and	museums	have	been	read	as	a	form	of	fashion	media.		
Reading	exhibitions	and	museums	as	fashion	media	While	Frock	Stars	was	particularly	rich	in	media	presence	and	mediatic	practices,	fashion	exhibitions	have	elsewhere	too,	been	theorised	as	a	form	of	fashion	media.	In	her	seminal	essay	titled	‘Museums	as	fashion	media’,	Anderson	(2000)	laid	claim	to	the	space	of	exhibitions	and	museums	as	a	form	of	fashion	media.	But	while	making	this	link,	Anderson	did	not	extract	from,	or	support	her	observation	with	a	detailed	elucidation,	based	in	media	and	communications	theory,	of	how	museums	at	the	turn	of	the	millennium	had	indeed	become	a	fashion	media.			Anderson	was	drawing	on	the	work	of	mid-1990s	museum	theorists,	such	as	those	in	Eileen	Hooper-Greenhill’s	(1995)	book,	Museum,	media,	message,	which	brought	together	a	range	of	research	methodologies	drawn	from	cultural	and	media	studies	to	inform	museum	practice,	with	a	particular	interest	in	the	role	of	museums	as	effective	communicators.	As	Anderson	(2000)	identified,	a	key	part	of	those	mid-1990s	debates	arose	in	response	to	declining	visitor	numbers	and	funding,	and	an	increasingly	corporate-museum	ethos	that	prompted	a	greater	focus	on	marketing	language,	practices,	strategies	and	evaluation,	as	museums	strove	to	survive	financially	and	enhance	visitor	relevance.	As	Hooper-Greenhill	pointed	out	in	her	introduction	(pp.	1-14),	aspects	of	mass	
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communication	and	media	theory	had	much	to	offer	museums	in	terms	of	better	understanding	and	delivery	of	audience-centric	outcomes.				This	impactful	book	shaped	Anderson’s	(2000)	interest	in	how	museums	shared	characteristics	with	fashion	media,	which	Anderson	identified	through	the	expression	of	fast-paced	change,	entertainment,	spectacle,	body	and	image,	noting	that	these	were	key	ways	in	which	people	engaged	with	the	fashion	industry	on	a	daily	basis,	through	fashion	media.	Through	three	case	studies,	Anderson	observed	practices	that	are	now	commonplace	to	fashion	exhibitions:	an	increased	emphasis	on	contextualisation;	more	branded	promotions;	a	lessening	of	curatorial	authority;	a	shift	to	museum-type	fashion	exhibitions	being	shown	in	more	commercial	contexts;	and	new,	non-traditional	modes	of	curation,	particularly	when	coupled	with	fashion	designer	involvement.			Anderson	(2000)	also	signalled	increased	engagement	between	museums	and	the	fashion	industry,	apparent	in	museums	providing	“entertaining	and	increasingly	non-didactic	educational	experiences	about	fashion”	(p.	388).	But	while	Anderson	located	her	enquiry	within	the	twinned	emergence	of	new	museology	and	an	increasingly	democratic	new	fashion	history,	as	Melchior	(2011)	was	to	later	observe,	Anderson’s	work	had	also	effectively	exposed	the	museum	“as	a	strategic	tool	for	the	fashion	industry”	(p.	2).		These	networked	relationships	between	museums	and	the	fashion	industry	are	now	industry	norms	that	have	been	examined	in	previous	chapters,	through	spaces,	networks,	and	translations.	In	order	to	better	understand	museums	as	a	form	of	fashion	media,	what	features	of	media	theory	generally	can	help	elucidate	this	relatively	“under-theorised”	(Kidd,	2016,	p.	1)	area	of	museum	practice?	
	
What	is	media,	and	how	is	this	relevant	to	museums?	A	key	work	in	this	area	is	that	written	by	museums	theorist	Michelle	Henning	(2007).	Henning	took	a	materialist	approach	to	museums	as	a	form	of	media	in	her	book,	Museums,	media	and	cultural	theory,	to	extend	the	work	of	Hooper-
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Greenhill’s	(1995)	edited	volume.	Henning’s	work	provides	a	useful	framework	for	understanding	the	mediatic	significance	of	museum	practice.	As	Witcomb	(1998,	2003)	had	earlier	shown,	a	material	approach	to	museums	as	media	can	also	promote	the	democratic	and	dialogic	potential	of	museum	practice.		Henning	(2007,	pp.	71-72)	notes	that	traditional	modes	of	understanding	media	would	not	include	museums,	due	to	their	explicitly	material	nature,	through	the	museum’s	focus	on	objects;	but	also	makes	claim	for	the	material	nature	of	all	media	technologies,	dependent	as	they	are	on	physical	objects	to	transmit	and	receive	communications.	Henning	cites	media	theorists,	such	as	Harold	Innis	(1995	[1951])	and	Marshall	McLuhan	(2013	[1964]),	who	took	a	particularly	material	approach	to	media	practices	(also	see,	Henning,	2015;	Witcomb,	1998,	2003).	The	work	of	Innis	demonstrated	that	it	is	the	physical	nature	of	the	means	of	transmission	that	shapes	the	way	differing	forms	of	communication	are	made	possible	and	durable	across	space	and	time.	Heavy	but	durable	objects	(words	carved	in	stone,	for	example)	travel	no	distance,	but	last	a	great	deal	of	time,	whereas	light	or	ephemeral	materials	(such	as	paper)	can	travel	great	distances	but	last	a	relatively	short	period	of	time.	Innis	believed	that	the	materiality	of	the	transmission	also	influences	the	transportability	of	power	and	durability	of	knowledge	transfer	across	spatial	and	temporal	transmission,	and	in	doing	so,	could	have	a	formative	impact	on	social	institutions	and	practices,	dependent	as	they	are	on	durable	forms	of	communication.			Today,	the	immediacy	of	such	an	approach	may	be	questioned,	dependent	as	we	are	on	relatively	ephemeral	means	of	communication,	such	as	emails	or	news	websites,	which	are	in	turn	reliant	on	relatively	unseen	but	monumental	means	of	transmission,	such	as	satellites,	electricity	generation,	underground	servers,	and	so	forth.	Exhibitions	too,	cross	boundaries	between	ephemeral	and	durable	materiality.	Some	exhibition	components	are	expected	to	have	great	durability,	with	numerous	museum	practices	designed	to	extend	the	lifespan,	preservation	and	knowledge	of	collection	objects.	At	the	same	time,	physical	exhibitions	have	a	relatively	short	lifespan,	typically	of	just	a	few	weeks	or	months;	although	successful	exhibitions	may	continue	over	several	years	through	touring,	as	
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Frock	Stars	did,	from	2010	to	2014.	Websites	too,	extend	an	exhibition’s	durability,	as	do	visitor	and	staff	accounts,	through	online	media,	blogs,	photographs	and	so	forth.	These	were	all	forms	of	media	that	circulated	around	
Frock	Stars	and	helped	maintain	its	durability.	Durability	however,	is	not	a	prerequisite	for	media,	as	short-lived	news	stories	reflect.	Rather,	it	is	the	transmission	of	knowledge	and	information	across	time	and	space	to	an	audience	that	makes	these	practices	media-like.			Innis’s	technological	approach	to	communication	was	extended	by	McLuhan	(2013	[1964]),	who	is	credited	with	first	bringing	together	a	range	of	technologies,	such	as	radio,	newsreels,	television	and	newspapers,	into	the	one	conceptual	frame	of	“the	media”	(Scannell,	2007,	p.	117).	For	McLuhan,	it	was	the	way	that	different	forms	of	media	made	possible	a	change	in	pace,	scale	and	form	that	was	of	greatest	significance.	His	phrase,	“the	medium	is	the	message”	(pp.	7-21),	suggested	that	the	material	means	of	delivery	could	be	more	impactful	than	the	content	of	the	message	conveyed,	as	it	was	the	medium	that	shaped	the	significance	of	what	was	delivered,	how	a	message	was	received,	and	how	people	responded.	In	this,	McLuhan’s	work	shares	similarities	with	the	authoring	and	civilising	qualities	of	museums	and	exhibitions	upon	publics	(Bennett,	1995,	2004b),	and	acts	as	a	reminder	that	media	can	have	sensory	qualities	that	are	experienced	bodily	(Scannell,	2007,	p.	114).	McLuhan’s	work	also	opened	up	the	range	of	technologies	through	which	knowledges	are	conveyed,	by	using	examples,	such	as	railways	and	lightbulbs,	to	demonstrate	their	impact	on	means	of	communication,	and	so	their	media-like	attributes.	McLuhan’s	work	usefully	assures	that	other	material	objects	(garments	in	an	exhibition,	for	example)	can	equally	be	employed	to	convey	fashion	knowledges,	through	similarly	media-like	attributes,	as	can	an	entire	exhibition	experience.			Together,	Innis	and	McLuhan’s	work	shows	that	not	only	do	people	shape	media	technology,	but	that	technology	itself	can	shape	how	people	interact	with	and	receive	media	communications.	Their	work	has	particular	relevance	to	the	fast-paced	fashion	industry	where,	as	a	recent	fashion	media	and	industry	roundtable	identified	(Martin,	2013),	increasingly	media	and	media-like	
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practices	are	appropriated	by	fashion	brands	to	ensure	rapid	diffusion	of	fashion	knowledges	and	enhanced	sales	potential;	seen,	for	example,	in	a	shift	from	seasonal	to	daily	media	offerings,	and	through	online	fashion	channels,	which	enable	garment	purchase	via	weblinks,	within	seconds	of	garments	being	shown	on	a	catwalk.	Such	qualities	are	also	seen	in	increasingly	democratic	online	practices,	used	by	fashion	media	and	industry	to	build	online	communities	of	interest	around	fashion	(Martin,	2013).		Innis	and	McLuhan’s	work	ensures	that	the	range	of	technologies	that	can	be	regarded	as	mediatic	are	not	limited.	As	Williams	(2003,	p.	4)	has	identified,	there	is	a	presumption	that	it	is	commonly	understood	what	media	is,	as	the	term	‘media’	is	ubiquitous	and	inclusive,	covering	a	vast	array	of	forms,	from	film,	television	and	online	content,	to	photography,	advertising,	public	relations,	theater	or	dance;	to	newly	emerging	means	of	mass	communication	found	across	popular	culture	and	leisure	activities,	including	fashion	(Bartlett,	Cole,	&	Rocamora,	2013;	Cobley	&	Albertazzi,	2013).		As	a	means	of	communication,	key	features	of	media	are	their	ability	to	transfer	information	across	time	and	space	to	reach	an	audience,	by	creating	reproductions	and	multiples	of	image,	text	and	information	that	are	circulated.	As	examples,	such	as	theatre,	dance	and	today’s	more	centralised	online	media	formats	show,	media	can	also	bring	numerous	people	together	to	one	source,	in	this	sense	acting	in	much	the	same	way	as	exhibitions	do,	to	centralise	access	to	a	source	of	knowledge	or	communication.			Today’s	fashion	media	too,	circulate	in	a	wide	variety	of	forms,	from	digital	and	print	media,	websites	and	advertising,	to	photography,	painting,	film,	music	and	television	(Bartlett,	et	al.,	2013;	Botkin,	2014;	Geczy	&	Karaminas,	2015;	Hancock,	Johnson-Woods,	&	Karaminas,	2013;	Sheridan,	2010).	The	increasingly	participatory	nature	of	fashion	media	means	that	fashion	knowledges	are	now	a	widely	distributed	form	applicable	to,	and	broadly	adopted	through,	museum	practices.			
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New	media	museums	and	participatory	museums	Even	as	Henning	(2007)	was	writing,	a	new	“media	museum”	(Russo,	2012)	was	emerging,	as	new	media,	social	media,	mobile	and	online	media	were	becoming	more	prevalent	in	museum	practice	(Cameron	&	Kenderdine,	2010;	Graham,	2014;	Katz,	LaBar,	&	Lynch,	2010;	Laws,	2015;	Parry,	2010;	Ridge,	2014).	In	this	‘new	mediascape’,	Kidd	(2016)	found	that	museums	were	active	participants.	She	worked	to	identify	museums	“as	media-makers	in	the	broadest	possible	sense”	(p.	17),	and	as	“part	of	a	wider	media	ecology	that	includes	mainstream	media	also”	(p.	17).	As	Kidd	identified,	museums	can	be	understood	as	‘transmedia	texts’,	where:		 Museum	knowledge(s)	...	[are]	distributed,	co-located,	pervasive,	granulated,	disintermediated,	immersive,	playful	and	intrinsically	unfinished	(p.	20).			Kidd	demonstrated	how	such	practices	provide	a	diversity	of	entry	points	and	perspectives	for	visitors,	engaging	them	in	multiple	media	platforms	that	implicate	audiences	in	storytelling	and	play,	challenging	them	to	acknowledge,	problematise	agency	and	work	to	piece	together	meaning	(p.	26).		As	previous	chapters	and	the	exhibition	outline	above	demonstrate,	such	qualities	were	remarkably	present	in	Frock	Stars,	and	may	well	be	present	in	other	exhibitions,	which	use	similar	modes	of	communication,	distribution	and	interaction,	or	contain	objects	and	references	that	are	familiar	to	audiences,	through	their	own	fashion	media	experiences.	Even	at	a	reduced	level,	this	indicates	that	mediatic	qualities	and	visitor	access	to	fashion	knowledges,	through	exhibitions,	are	coloured	by	wider	fashion	media	experiences	and	behaviours,	and	that	the	content	that	museums	promote	has	similarly	affective	and	engaging	qualities	to	that	of	other	media.	Importantly,	these	materialities	and	practices	help	diversify	access	to	fashion	knowledges.	Through	an	emphasis	on	individual	response	and	experience	this	can	be	a	particularly	powerful	way	to	encourage	greater	diversity	of	representation,	and	a	democratic	means	to	encourage	the	identity-making	attributes	of	fashion	through	the	co-creation	and	co-authoring	of	fashion	knowledges,	in	much	the	same	way	as	online	
 223 
participatory	fashion	media	has	proven	(Berry,	2010;	Findlay,	2012;	Pham,	2015).	Such	practices	also	mean,	as	Kidd	(2016)	cautions,	that	“museums	thus	share	a	raft	of	responsibilities	with	media	organisations”	(p.	4).			
Summary:	participatory	fashion	knowledges	and	identities		As	has	been	shown	in	previous	chapters,	a	simple	binary	between	the	museum	as	media	communicator,	and	the	online	or	physical	visitor,	now	has	limited	value,	as	more	people	interact	more	broadly	as	co-producers	of	meaning	and	media,	as	well	as	consumers	of	others’	self-generated	(and	co-produced)	fashion	knowledges.	These	participatory	media	practices	have	become	a	model	for	participatory	museum	practice	by	drawing	from	online	and	media	approaches	to	create	better	engagement	for	audiences	(Giaccardi,	2012;	Simon,	2010).	As	Jenkins	(2006)	has	described,	in	a	participatory	culture	people	“archive,	annotate,	appropriate,	and	recirculate	media	contents”	(p.	1):	practices	familiar	to	museum	practitioners	and	also	recognisable	in	the	ways	that	visitors	engage	with	museums	and	collections,	both	onsite	and	virtually	(Cameron,	2008).	Such	participatory	engagement	goes	some	way	to	explain	why	Frock	Stars’	visitors	would	use	the	response	cards	to	problematise	their	engagement	with	fashion	and	the	exhibition,	and	why	the	museum	would	provide	the	opportunity.	But	museums	do	not	just	provide	opportunities	for	self-generated	visitor	knowledges,	as	was	shown	in	Chapter	6:	Museums	in	Fashion	Networks,	they	also	draw	fashion	knowledges	from	multiple	sources	and,	like	other	media,	represent	a	distinct	set	of	interests	that	speaks	directly	to	the	fashioned	identities	of	their	visitors.			
What	makes	fashion	media	distinctive?	Across	the	variety	of	forms,	fashion	media	have	been	implicit	in	creating	a	distinct	set	of	interests	that	help	consecrate	the	significance,	parameters	and	interests	of	fashion.	From	cities	(Rocamora,	2009;	Rocamora	&	O'Neill,	2008),	to	celebrities	(Church	Gibson,	2015),	menswear	(Jobling,	2014;	Monden,	2012),	to	norms	of	beauty	(Miller	&	Halberstadt,	2005;	Peters,	2017;	Twigg,	2010),	ideal	selves	(Chittenden,	2010)	and	the	work	of	glamour	(Wissinger,	2015),	to	a	thirst	for	the	new	(Löfgren,	2005;	Svendsen,	2006)	or	exotic	(Cheang,	2013),	fashion	
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media	have	been	a	central	part	of	lifestyle	journalism	(Hanusch,	2013).	Yet	these	are	not	simply	neutral	or	fully	objective	means	of	communication	about	fashion.	It	is	widely	recognised	that	fashion	media	convey	more	than	just	knowledge	of	the	details	of	fashion	garments,	as	fashion	media	practices	are	also	implicit	in	the	making	and	informing	of	fashioned	identities	(Chittenden,	2010;	Church	Gibson,	2013;	Kaiser	&	Chandler,	1985;	Titton,	2015;	Twigg,	2010,	2012b;	Warner,	2014;	Ytre-Arne,	2014),	or	their	absence	(Gomillion	&	Giuliano,	2011;	Han	&	Rudd,	2015).			These	twin	features	of	fashion	media	–	fashion	knowledges	and	material	identities	–	are	influential	across	widely	varied	populations	and	platforms	and	have	particular	resonance	with	museum	practices	that	seek	to	engage	and	represent	a	diversity	of	audiences.	In	many	ways,	these	twin	features	are	also	what	makes	fashion	media	distinctive,	as	one	of	the	most	personal	and	identity-making	forms	of	media,	primarily	because	they	refer	to	dress	as	an	embodied	identity	practice	(Entwistle,	2000a,	2005).	This	means	that	representations	of	fashionably	dressed	bodies	in	fashion	media	can	be	very	personally	associated	with	the	identity	of	media	consumers.	These	sources	can	inform	the	use	of	fashion	clothing	for	those	identities	as	they	successfully	aim	to	reflect,	engage,	stimulate,	convey	and	encourage	fashion	as	being	identity-making.	While	other	forms	of	lifestyle	media	may	also	do	this,	fashion	is	especially	significant	in	this	regard	as	it	is	carried	with	us,	embodied,	present	in	the	eyes	of	others	along	with	the	self,	and	is	a	highly	visible,	yet	personally	determined	means	of	engagement	between	individuals	and	the	world	(Entwistle,	2000a;	S.	Woodward,	2007).	In	summary,	what	fashion	media	convey	are	powerful,	personal	fashion	knowledges	that	are	embodied	and	materially	identity-making.	Museums	are	not	immune	from	these	concerns.	By	working	in	similar	ways	–	by	conveying	fashion	knowledges	on	the	forms	of	bodies	as	being	materially	identity-making	–	museums	too	enact	these	twin	features	of	fashion	media.	The	next	sections	look	at	examples	that	materialise	identities	and	convey	fashion	knowledges,	through	exhibitions	that	feature	current	fashions,	fashioned	bodies,	ideal	consumers	and	ageless	style.		
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Current	fashions,	contemporary	fashion	knowledges		By	its	nature,	the	primary	purpose	of	fashion	media	is	to	convey	current	fashion	knowledges	in	ideal	forms.	It	is	therefore	notable	that	fashion	exhibitions	increasingly	feature	garments	with	a	media-like	immediacy	and	contemporary	feel,	using	live	bodies	and	contemporary	presentations	to	present	garments	drawn	from	designers’	current	collections,	including	designs	that	are	commercially	available	at	retail,	and	often	styled	in	partnership	with	the	designer.			Looking	first	at	examples	that	seek	to	convey	a	media-like	currency,	such	practices	are	typically	found	across	three	types	of	fashion	exhibition.	First,	exhibitions	that	present	a	fashion	chronology	or	designer	survey	will	often	include	current	season	garments.	In	Frock	Stars,	the	Dion	Lee	ensemble,	described	in	the	previous	chapter,	was	such	an	example;	as	were	garments	by	
Alpha	60	(Jenna	top	and	Darcy	skirt,	Broken	Flowers	collection,	Spring	Summer,	2016)	and	Karla	Špetić	(Ruby,	Lust	Floating	dress,	If	These	Walls	Could	Talk	collection,	2015),	in	200	Years	of	Australian	Fashion	(2016)	at	NGV	(2016a,	pp.	155-156).	Second,	exhibitions	that	travel	may	update	at	each	venue	with	locally	worn	or	current	season	garments,	tailored	to	local	audiences,	such	as	in	The	
Fashion	World	of	JPG	(2014),	or	The	Art	of	Wool	(2015),	where	later	year’s	International	Woolmark	Prize	garments	were	added	during	touring.	Third,	an	art	museum-like	practice,	is	seen	when	museums	invite	designers	to	respond	to	a	brief	or	theme,	so	working	in	the	manner	of	an	artist	as	if	the	garment	was	an	artwork.	An	example	was	the	sculpture-like	elongated	dress	commissioned	by	NGV	for	200	Years	of	Australian	Fashion.	Here,	fashion	designer	Dion	Lee’s	‘Aperture’,	was	made	“[in]	response	to	the	brief	for	a	conceptual	work	that	extended	his	artistic	practice”	(NGV,	2016a,	p.	157).	Using	art	world-like	language	–	and	in	this	sense,	acting	like	other	media	to	generate	the	symbolic	production	of	fashion	through	text	(Rocamora,	2001)	–	exhibition	labelling	further	explained	that:		The	work	is	inspired	by	the	painter	and	sculptor	Otto	Piene	and	the	artists	of	the	Zero	Art	Movement,	who	conceptualised	‘zero’	as	‘a	zone	of	silence	and	of	pure	possibilities	for	a	new	beginning’.	Reflections	on	
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aperture,	piercing,	extraction,	eclipse	and	the	elemental	also	inspired	his	[Lee’s]	autumn-winter	2016	collection	(NGV,	2016a,	p.	157).		In	this	way,	as	well	as	making	the	design	artistic	and	meaningful,	the	exhibition’s	presentation	and	text	effectively	tied	together	that	season’s	commercially	available	collection	with	the	item	on	display,	as	being	up-to-date	and	readily	obtainable.			Similar	practices	were	also	evident	in	the	exhibition	Maticevski:	Dark	
Wonderland	(2016),	which	as	well	as	featuring	current	season’s	garments,	included	“a	new	work	being	made	by	the	designer	[Toni	Maticevski]	over	a	number	of	hours	in	the	Gallery”	(Bendigo	Art	Gallery,	2016,	¶1).	Further	cementing	the	exhibition’s	currency	and	the	propinquity	of	fashion	media	and	retail,	the	exhibition’s	sponsor,	department	store	Myer,	made	it	easy	for	their	blog	readers	to	move	between	information	about	the	exhibition	and	garment	availability,	through	weblinks	that	took	readers	directly	to	the	exhibition	website,	the	exhibition	publication	and	Maticevski	garments	for	sale	at	their	online	store	(Bayley,	2016;	Myer,	2016;	Oakley	Smith,	2016).			While	these	last	examples	also	demonstrate	ways	in	which	fashion	in	museums	is	treated	like	an	art	practice	or	employs	art	world-like	language,	it	is	the	currency	and	immediacy	of	the	presentation	of	embodied	garments	that	shares	similarities	with	the	greater	range	of	fashion	media.	Seeing	these	garments	styled	as	contemporary	fashion	with	dramatic	stances	and	backdrops,	interpreted	and	presented	within	the	larger	context	of	the	designer’s	oeuvre	or	influences,	or	described	as	‘works’	in	art	world-like	language,	helps	convey	fashion	knowledges	about	a	designer’s	practice.	It	also	ensures	that	visitors	are	informed	about	up-to-the-minute	fashions,	their	production,	contexts	and	inspiration:	the	very	qualities	that	fashion	media	also	use	to	inform	their	publics.	Just	as	Weller	(2007)	has	identified	of	Australasian	fashion	media,	museums	have	become	increasingly	implicit	in	the	transmission	of	fashion	knowledges	by:		
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First,	the	extent	of	diffusion	of	fashion	ideas	to	audiences	that	do	not	purposefully	seek	fashion	information	...	and	second,	the	extent	to	which	the	media	influences	the	dress	preferences	of	the	audiences	it	does	reach	(p.	50).		This	means	that	when	exhibitions	convey	similarities	with	the	aesthetic	fashion	knowledges	needed	to	enable	purchasing	or	identity-making	decisions,	or	make	sense	of	media	images	and	narratives,	they	are	also	working,	like	other	media,	to	both	transport	and	stabilise	current	fashion	knowledges	for	audiences.	They	work,	just	as	other	fashion	media	do,	to	inform	publics	about	the	ideal	presentation	of	the	self,	the	styling	of	garments,	and	like	other	fashion	media,	insert	fashion	knowledges	into	local	contexts,	regardless	of	whether	visitors	can,	or	have	capacity	or	desire	to,	view	or	purchase	those	garments.	This	also	has	the	effect	of	inserting	museums	into	global	flows	of	current	fashion	knowledges	(Weller,	2007),	in	ways	that	are	personal	and	interpretive	for	visitors,	as	well	as	providing	an	informative	immediacy	and	up-to-the	minute	contemporary	feel,	through	similar	promotional,	branding	and	retail	accessibility	to	that	which	fashion	media	use	to	emphasise	their	currency.	These	features	are	particularly	powerful	when	seen	through	another	attribute	of	fashion	media:	the	presentation	on	fashion	knowledges	and	the	making	of	material	identities	as	shown	on	live,	and	often	idealised,	bodies.			
Museum	bodies,	media	bodies	While	wearing	garments	in	museums	has	long	been	an	unacceptable	practice	due	to	conservation	requirements,	it	is	increasingly	common	for	exhibition	garments	to	be	promoted	and	presented	on	the	live	bodies	of	models,	whether	made	possible	by	digital	manipulation	or	because,	rather	than	being	museum	collection	items,	current	season	or	archival	garments	are	owned	by	designers	or	collectors	who	permit	them	being	worn	by	models	[Figure	8.1].			
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	Figure	8.1:	Promotional	image	with	live	models	wearing	garments,	200	Years	of	Australian	
Fashion	(2016).	Image:	NGV.			It	has	long	been	a	feature	of	fashion	media	to	toy	with	a	sense	of	embodied	reality,	yet	the	use	of	live	models	remains	predominant.	In	contrast,	brick-and-mortar	retail	and	museums	have	been	the	primary	domain	of	mannequin	bodies	(Leach,	1989;	Sandberg,	2002),	designed	to	reflect	constantly	changing	physical	ideals	in	both	historicised	and	contemporary	contexts	(Schneider,	1997;	Sinclair,	2014).	The	shift	in	museums	from	mannequin	to	live	body	mimics	the	predominant	practice	in	fashion	media,	and	in	doing	so	implicates	museums	in	widespread	concerns	regarding	the	presentation	of	idealised	physicality	(Harper	&	Tiggemann,	2008;	Holmstrom,	2010;	McKay,	Mikosza,	&	Hutchins,	2005).		In	museums,	similarly	real	and	idealised	embodied	fashionability	is	seen,	for	example,	in	the	use	of	increasingly	lifelike	fashion	mannequins;	through	representations	of	fashion	industry	participants;	and	through	the	presentation	of	ideal	consumers.	Just	as	for	other	media,	this	has	implications	for	museum	practice.				The	use	of	live	bodies	can	be	understood	against	numerous	observations	of	the	disassociated	feel	that	can	arise	when	garments	are	viewed	on	the	obviously	
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lifeless	bodies	of	mannequins	(Entwistle,	2005,	pp.	9-10;	Steele,	1998,	p.	334;	Taylor,	2002,	pp.	26-47;	Wilson,	2003,	pp.	1-2);	and	many	exhibition	techniques	work	to	overcome	this	(Hjemdahl,	2014;	Horsley,	2014c;	Mida,	2015;	Sandberg,	2002).	The	rotating	catwalk	and	animated	faces	in	The	Fashion	World	of	JPG	exhibition	are	examples	(Mida,	2015,	pp.	46-48)	[Figure	6.2].	Another	technique	is	to	show	an	image	of	a	garment	being	worn	alongside	the	more	static	dressed	mannequin,	or	to	position	garments	near	video	of	a	catwalk	presentation	[Figure	4.1].	Equally	common	is	the	use	of	lighting,	props,	pose,	air	movement	through	fabrics,	contextual	imagery	or	tableau	[Figure	8.2].			
	Figure	8.2:	A	lifelike	pose	used	to	convey	a	sense	of	movement,	Black	(2015).	Image:	Tanya	Zoe	Robinson.					While	engaging	a	sense	of	reality	may	be	the	goal	and	offers	a	useful	visual	context	that	rounds	out	an	experience	lost	through	a	static	mannequin,	these	visual	components	can	further	conflate	museum	and	media	practices,	through	the	use	of	idealised	and	anonymous	fashion	wearers,	especially	when	positioned	alongside	promotional	photography,	or	where	the	identity	of	a	
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fashion	model	is	largely	unattributed	and	the	focus	is	instead	on	their	fashioned	physicality	[Figure	5.7].		Yet	it	is	inevitable	that	fashion	exhibitions	will	be	shown	on	idealised	forms,	as	considered	presentation	of	the	self	is	the	métier	of	fashion.	The	dressed	identities	of	many	fashion	participants	can	be	understood	to	depict	their	work	as	idealised	fashion	producers,	consumers,	and	industry	insiders.	In	the	fashion	industry,	the	corporeal	presentation	of	the	self	embodies	that	which	Bourdieu	(1990)	called	the	habitus.	These	“systems	of	durable,	transposable	dispositions”	(p.	54)	are	easily	recognised	by	fashion	industry	participants,	through	well-established	and	commonly	understood	practices,	articulated	by	individuals	presenting	a	set	of	performative	fashion	knowledges	deported	or	worn	on	the	body	as	a	means	of	communication	to	others.	Such	practices	of	performative	‘aesthetic	labour’	are	pervasive	in	an	industry	where	the	presentation	of	body	and	self	is	central.	Aesthetic	labourers	are	known	to	use	clothing	to	demonstrate	their	fashion	knowledges,	as	a	form	of	identity	work	crucial	to	their	success,	rank,	employment	and	industry	longevity	in	the	aesthetic	market	of	the	fashion	industry,	as	Entwistle,	Rocamora,	Wissinger	(2009;	2006;	2006)	and	others	(Molloy	&	Larner,	2013)	have	identified.	Whether	as	producers,	consumers	or	communicators	of	fashion	knowledges,	aesthetic	labourers	work	across	genders	and	fashion	industry	occupations,	to	include	models,	buyers	(Entwistle,	2004,	2009;	Entwistle	&	Wissinger,	2006),	celebrities,	fashion	designers,	media	representatives	and	ideal	consumers	(Larner	&	Molloy,	2009;	Molloy	&	Larner,	2013);	all	of	whom	were	portrayed	in	Frock	Stars,	and	are	frequently	portrayed	in	other	fashion	exhibitions,	through	their	idealised	forms.			While	no	doubt	many	visitors	access	fashion	exhibitions,	just	as	they	do	other	fashion	media,	as	a	form	of	pleasurable	escape,	sensory	aspiration	or	a	social	activity,	rather	than	a	means	to	see	their	embodied	selves	reflected,	replicating	the	ideal	forms	of	the	fashion	industry	in	museums	does	little	to	champion	or	reflect	audience	diversity.			
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Finding	non-standard	bodies	in	exhibitions	Complicating	narratives	are	rare	in	fashion	exhibitions,	which	tend	to	portray	idealisation	and	standardisation	[Figure	8.3].	Yet,	as	those	who	work	with	clothing	in	museums	know,	a	great	deal	of	work	goes	into	exhibition	presentation,	much	of	it	because	the	majority	of	bodies	are	non-standard	shapes	and	sizes,	so	fitting	garments	to	mannequins	takes	time	and	tailoring	(Anthony,	1981;	Ward,	Chidlow,	&	Pointon,	2012,	pp.	21-25).	This	is	particularly	notable	with	previously	worn	garments;	and	may	explain	in	part	the	rise	in	contemporary	fashion	exhibitions	using	catwalk,	sample	and	standard	sized	garments	that	can	be	more	easily	tailored	to	standard	size	mannequins.	It	also	reflects	a	much	wider	attribute	of	museum	practice:	the	tendency	to	present	embodied	similarity	rather	than	difference	(Dodd,	et	al.,	2004,	2005;	Sandell,	2007b,	pp.	138-172).		
	Figure	8.3:	A	line	of	nearly	identical	models,	projected	in	Collette	Dinnigan	(2015).	Image:	Tanya	Zoe	Robinson.			Yet,	it	is	known	that	Australasian	bodies	–	and	women’s	bodies	in	particular	–	are	diverse,	and	that	embodied	self-identity	is	perceptibly	influenced	by	
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representations	in	media	(Brown	&	Knight,	2015;	Kennedy,	2009;	Miller	&	Halberstadt,	2005).	In	parallel,	when	museums	replicate	the	idealised	imagery	of	fashion	media	and	the	fashion	industry,	a	similar	effect	upon	audiences	embodied	identities	may	be	expected.	This	is	particularly	important	when	a	diversity	of	bodily	appearance	is	proscribed	by	the	fashion	industry,	so	promoting	a	narrowly	confined	ideal.		Such	an	effect	was	readily	observed	in	Frock	Stars,	where	garments	were	presented	on	slim	mannequins,	intended	to	represent	those	seen	on	AFW	catwalks,	where	models	are	typically	dressed	in	sample	size	garments,	smaller	than	the	average	size	available	at	retail.	As	Maynard	(1999a)	has	related,	AFW	early	faced	controversy,	in	1997,	at	a	time	when	the	average	Australian	woman	was	a	size	14,	when:		 In	response	to	a	unanimous	request	from	designers,	the	organizers	...	scrapped	all	size	14	models	from	its	catwalk.	This	decision	placed	the	fashion	industry,	supposed	arbiter	of	body	image,	immediately	at	the	centre	of	public	debate	about	its	level	of	control	over	women’s	appearances	(p.	191).			While,	notably,	any	reference	to	this	controversy	was	omitted	in	the	Frock	Stars	exhibition	narrative	and	chronology,	as	the	majority	of	the	visitor	response	cards	recorded,	many	visitors	viewed	the	reproduction	of	such	slim	ideals	with	concern	or	skepticism,	noting	for	example,	the	depiction	of	“stick	thin,”	“string	bean”	and	“skinny”	models,	and	remarking	on	the	effect	that	seeing	such	thin	bodies	had	on	themselves	and	family,	especially	daughters	(‘Visitor	response	cards’,	2010).				Where	a	diversity	of	bodily	presentations	is	shown,	these	are	often	used	less	to	depict	fashionable	attributes	than	social	contexts.	For	example,	in	The	Fashion	
World	of	JPG,	Gaultier’s	considered	use	of	diversely	embodied	and	differently-abled	models	was	featured,	not	interwoven	throughout	the	exhibition	but	as	a	distinct	section	defined	for	this	purpose	[Figure	8.4],	despite	the	exhibition	claim	that:		
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The	strong	social	message	found	in	his	[Gaultier’s]	designs	...	champions	fashion	as	a	form	of	expression	and	inclusivity,	and	as	a	celebration	of	diversity	(NGV,	2014c,	p.	221).		Notably,	elsewhere	Gaultier’s	appropriation	of	cultural	and	other	stereotypes	was	intermixed	throughout	the	exhibition	and	went	unremarked	for	its	representative	politics.		
	Figure	8.4:	‘Muses’	section	showing	diverse	models,	The	Fashion	World	of	Jean	Paul	Gaultier	(2014).	Image:	Tanya	Zoe	Robinson.			A	variant	approach	to	embodied	diversity	repositions	fashionable	garments	as	‘clothes’	when	depicting	diversity,	and	as	‘fashion’	when	presenting	embodied	ideals.	This	was	evident,	for	example,	in	the	contrasted	depiction	of	garments	in	the	Clothes	Encounters	(2013)	exhibition	at	PHM,	where	garments	by	well-known	fashion	houses,	worn	by	fashionable	individuals	that	conformed	to	a	standard	ideal	were	presented	as	‘fashion’,	whereas	garments	that	showed	other	forces	at	play,	such	as	personal,	sexual	or	international	politics,	were	tellingly	and	carefully	positioned	‘clothes’;	even	where	both	were	used	to	define	the	“significant	political,	creative	and	social	encounters”	(PHM,	2015,	¶2)	in	the	
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lives	of	the	successful	people	who	featured	in	the	exhibition	(PHM,	2015).	This	reflects	a	dominant	practice	in	fashion	media,	where	models	in	fashion	spreads	are	largely	unattributed	beyond	their	name,	or	that	of	the	designer	whose	garments	they	wear.	Few	models	attain	the	star	status	required	for	comprehensive	editorial	on	their	lives,	whereas	more	extensive	coverage	is	given	to	those	whose	clothes	are	secondary	to	the	editorial,	or	where	embodied	physicality	does	not	conform	to	fashionable	ideals	(Twigg,	2010,	p.	480).			Even	when	more	diverse,	non-idealised	bodies	are	shown,	the	choice	of	mannequins	can	still	create	a	uniformity	that	tempers	the	contrast,	within	the	overall	harmony	of	exhibition	design.	This	occurs	in	much	the	same	way	is	apparent	in	other	media	(Peters,	2017),	through	the	elongating	appearance	of	commercial	mannequins,	through	pose,	or	the	lengthening	effect	of	elevation,	lighting	and	styling.	Further,	the	choice	of	mannequins	can	subtly	treat	individuals	as	idealised	figures	by	presenting	slightly	elongated,	graceful	necks	and	hands	and	effortless	postures.	This	is	particularly	evident	when	well-known	individuals	are	portrayed	as	fashion	collectors	and	ideal	consumers.			
Fashion	collectors	and	ideal	consumers	A	significant	feature	of	fashion	media	is	that	it	works	as	a	stimulus	to	identity-led	consumption,	of	both	the	media	product	and	the	fashion	objects	that	it	promotes.	Some	fashion	exhibitions	similarly	work	to	reveal	and	champion	these	attributes	by	focusing	on	identity-making	consumption	and	collecting	(Belk,	1988;	Pearce,	1998).	Such	practices	were	evident,	for	example,	in	the	incoming	international	touring	exhibitions	Isabella	Blow:	A	Fashionable	Life	(2016)	at	PHM,	and	When	Phillip	Met	Isabella	(2007),	Dowse	Art	Museum,	Lower	Hutt,	New	Zealand,	which	both	presented	couture	fashion	drawn	from	the	wardrobe	and	collection	of	British	fashion	stylist,	Isabella	Blow.	Similarly,	
Contemporary	Japanese	Fashion:	The	Gene	Sherman	Collection	(2009)	at	PHM,	showcased	the	distinctive	wardrobe	of	the	Sydney-based	gallerist,	Gene	Sherman,	well-known	for	wearing	cutting-edge	fashion	by	Japanese	designers.			
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On	one	level,	such	exhibitions	provide	an	important	opportunity	for	visitors	to	see	garments	by	famous	international	designers	that	may	otherwise	be	beyond	the	collecting	or	borrowing	capacity	of	the	exhibiting	institution.	They	also	speak	to	the	consuming	power	and	the	aesthetic	work	of	these	singularly	fashionable	women.	As	Petrov	(2014)	has	observed:		 These	women	are	iconic	not	in	an	aesthetic	sense	but	in	an	artful	sense:	they	are	known	for	creating	an	image	for	themselves.	They	are	highlighted	by	museums	not	just	because	of	the	importance	of	the	individual	pieces	within	their	wardrobes,	but	because	of	the	way	they	reflect	and	navigate	the	consumption	side	of	the	fashion	system	(p.	83).			Similarly,	Church	Gibson	(2013)	has	described	how,	in	media	depictions	of	these	women:			 Wardrobes	full	of	clothes	are	not	enough;	the	‘right’	kind	of	fashionable	eye	is	needed	for	the	selection,	combination,	assembly	and	presentation	of	the	contents	(p.	329).				In	following	Petrov	(2014),	such	exhibitions	should	be	distinguished	from	those	that	present	costume	worn	by	celebrities	for	performance.	Rather,	they	are	part	of	“a	rising	genre	of	historical	fashion	exhibitions	that	focus	on	specific	female	fashion	consumers”	(p.	83).	As	Petrov	cites:			 These	may	not	be	conventional	shows	of	historical	fashion	inasmuch	they	may	feature	living	women;	however	these	women	may	be	portrayed	as	historically	important	due	to	their	patronage	of	and	influence	on	important	designers	...	or	their	use	of	historical	garments	to	effect	in	their	wardrobes	(p.	83).			Both	Blow	and	Sherman	gained	renown	for	playing	with	historical,	artistic	and	contemporary	references,	through	patronage	and	the	garments	they	chose	to	collect	and	wear.	All	three	exhibitions	gave	significant	emphasis	to	the	means	and	processes	by	which	these	women	collected,	as	well	as	presenting	the	aspirational	nature	of	their	aesthetic	judgments	–	particularly	of	fashion	innovation	–	necessary	to	the	creation	of	their	fashioned	identities:	Blow	as	visionary	and	muse	who	nurtured	the	career	of	emerging	designers,	and	
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Sherman,	a	decisive	purchaser	who	used	her	art	historical	knowledge	to	determine	aesthetic	choices	(Gray,	2011;	Ryan	&	Cree,	2010).			Consistent	with	Petrov’s	observations	of	such	exhibitions	internationally,	the	Blow	and	Sherman	exhibitions	can	be	understood,	in	part	at	least,	as	being	primarily	about	emphasising	the	consumption	and	wherewithal	of	the	women	featured,	and	the	aspirational,	stylish	and	aesthetic	aspects	of	their	fashioned	identities.	In	doing	so,	the	exhibitions	mimicked	themes	implicit	in	fashion	media	and	provided	insight	into	these	women’s	fashion	‘achievements’.	Significantly,	and	perhaps	because	for	some	monetary	capacity	increases	with	age,	the	consumers	and	collectors	featured	in	such	exhibitions	are	typically	mature,	rather	than	youthful,	women.	
	
Ageless	style	in	museums	and	media	As	Julia	Twigg	(2010)	has	claimed,	“fashion	is	assumed	to	be	all	about	youth	and	beauty”	(p.	472).	Yet,	by	contrast	to	the	turn	of	the	millennium,	when	Church	Gibson	(2000)	described	women’s	experience	of	ageing	and	fashion	as	one	of	representative	invisibility,	fashion	media	are	increasingly	reflecting	and	exploring	fashioned	identities	by	a	greater	focus	on	diversity,	through	the	representation	of	fashionable	ageing.	Since	2007,	magazines	such	as	British	
Vogue	(2007),	Vogue	Australia	(2011)	and	New	Zealand	Fashion	Quarterly	(2012)	have	featured	‘Ageless	Style’	issues	annually	(Twigg,	2010),	and	there	is	an	evident	increase	in	the	use	of	mature	models	as	a	trope	in	advertising,	film,	photography	books	and	catwalk	shows	(Church	Gibson,	2013,	pp.	325-326;	Cohen,	2011,	2016;	Nathan,	2016;	Plioplyte	&	Cohen,	2014),	with	brands,	such	as	Karen	Walker,	including	mature	models,	with	grey	hair	and	(some)	visible	signs	of	ageing	on	catwalks	and	in	promotional	media	campaigns	(Gillies,	2013;	Seven	Sharp,	2016)	[Figure	8.5].		
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	Figure	8.5:	Joyce	Carpati,	a	model	for	Karen	Walker’s	‘Forever	Summer’	(Summer	2013)	eyewear	campaign.	Image:	Karen	Walker	Ltd.				Whether	as	a	pragmatic	means	to	enhance	sales,	circulation,	reach	or	readership,	or	because	fashion	media	and	the	fashion	industry	are	increasingly	responsive	to,	and	interested	in	reflecting	and	reaching,	diverse	audiences	(Twigg,	2010),	or	simply	because,	as	Traill-Nash	(2016a)	has	said,	“grey	is	the	new	black”	in	a	fashion	industry	always	challenging	taboos	and	looking	for	the	new	(Löfgren,	2005;	Svendsen,	2006),	this	is	a	notable	change	to	representative	diversity	in	fashion	media.	By	contrast,	museums	that	once	championed	diversity	in	theory	and	practice	are	failing	in	this	regard,	by	continuing	to	present	a	much	narrower	conception	of	fashionability,	more	akin	to	the	representative	invisibility	seen	in	wider	fashion	media	at	the	turn	of	the	millennium.			
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At	the	same	time,	while	this	trend	is	increasing,	as	Church	Gibson	(2013)	and	others	have	observed,	such	representations	are	not	unproblematic	(Twigg,	2012b).	Just	as	at	other	stages	throughout	the	lifecourse,	fashion	is	implicitly	entwined	in	the	embodied	material	expression	of	ageing	identities,	and	through	fashion	media,	their	representation.	While	historically	this	gave	rise	to	a	particular	construction	of	older	years,	through	a	narrow	range	of	acceptable	styles,	behaviour	and	material	expression	(Clarke,	Griffin,	&	Maliha,	2009;	Twigg,	2009),	as	fashion	media	increasingly	insert	ageing	identities	into	their	content	a	new	construction	of	ageing	is	being	represented.	Intimately	tied	to	identity	(Twigg,	2007,	2009),	as	Church	Gibson	(2013)	defines,	the	increasing	presence	of	fashionable	ageing	in	mainstream	fashion	media,	has	meant	that	while	“fashion	and	style	may	appear	to	have	come	to	terms	with	ageing,	and	even	to	have	adopted	a	more	enlightened	attitude	towards	it”	(p.	335),	this	new	visibility	also	largely	depends	on	“a	very	selective	mode	of	stylish	ageing”	(p.	323,	emphasis	in	original).			Church	Gibson	(2013)	finds	this	expression	across	diverse	media,	including	one	international	exhibition,	Rara	Avis:	Selections	from	the	Iris	Barrel	Apfel	Collection	(2005).	She	notes	that	the	exhibition	subject,	Iris	Apfel:		 Is	in	her	nineties	and	has	featured	frequently	in	fashion	magazines	and	colour	supplements.	She	is	both	extremely	rich	and	possessed	of	excellent,	idiosyncratic	taste.	Consequently,	she	has	amassed	a	collection	not	only	of	extraordinary,	colourful	garments	from	across	the	world	but	also	of	innumerable	arresting	accessories	and	jewellery.	She	can	thus	present	herself	as	an	objet	d’art	(p.	329).		The	subject	of	film	and	other	exhibitions,8	Apfel’s	distinctively	juxtaposed,	colourful	garments	are	well	suited	to	spectacular	and	immersive	exhibitions	[Figure	8.6].	Church	Gibson	(2013)	found	that	fashion	media	portrayals	of	Apfel	fit	with	typical	representations	of	fashionable	ageing,	which	are	confined	to	a	
																																																								8	Iris	(director:	Albert	Maysles),	2014,	Maysles	Films,	New	York;	Rare	Bird	of	Fashion:	The	Irreverent	Iris	Apfel,	Peabody	Essex	Museum,	Salem,	Massachusetts,	17	October	2009	–	7	February	2010;	Iris	in	Paris,	Le	Bon	Marché	[department	store],	Paris,	27	February	–	26	March	2016.	
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very	limited	view	of	aspirational	women	who	are	“permitted”	(p.	329),	through	means,	wherewithal,	intent	or	reputation,	to	age	stylishly.			
	 	Figure	8.6:	A	depiction	of	Iris	Apfel	in	the	exhibition,	Rare	Bird	of	Fashion	(2009).	Image:	David	Gehosky.			In	many	ways,	age	has	given	Apfel	the	opportunity	to	develop	qualities	that	make	herself	and	her	collection	an	interesting	media	subject,	through	decades	of	work	as	a	fashion	collector,	interior	designer	and	stylist.	But	age	per	se	was	not	the	subject	of	the	Rara	Avis	exhibition:	it	was	present	more	as	a	theme	of	curiosity,	where	age	is	so	well	overcome	that	it	suggests	with	age	comes	increased	stylistic	freedom	and	confidence.	In	fact,	Apfel	presents	a	dressed	identity	that	she	has	maintained	over	decades	(Boman,	2007).	This	is	consistent	with	Church	Gibson’s	(2013)	view,	that	it	is	typically	designer-dressed,	distinctive	and	creative	women,	often	with	close	associations	to	the	fashion	industry,	who	manage	to	carry	off	these	attributes,	and	which	separates	them	
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out	from	common	perceptions	of	ageing,	such	as	“loneliness,	bereavement,	lack	of	mobility,	and	confinement,	illness	and	dementia”	(p.	329;	also	see,	Katz	&	Marshall,	2003).		Yet,	as	others	remind	(Twigg,	2012b),	this	is	also	an	increasingly	positive	representation	of	fashionable	ageing,	consistent	with	qualities	found	universally	in	fashion	media	aimed	at	all	age	groups.	By	its	very	existence,	such	representations	help	to	address	the	previously	noted	invisibility,	within	the	constraints	of	fashion	media’s	predominant	focus	on	up-beat,	celebratory,	escapist,	idealised	and	aspirational	fashion	narratives.	As	fashion	media	increasingly	represents	ageing,	even	within	these	limits,	how	does	this	parallel	with	museums?				This	question	is	important,	as	museum	audiences	are	known	to	be	ageing,	and	because,	while	much	has	been	written	about	access	and	programmes	for	older	visitors	(Benitez,	2012;	Elottol	&	Bahauddin,	2011;	Gibbs,	Sai,	&	Thompson,	2007;	Hamblin	&	Harper,	2016;	Newman,	Goulding,	&	Whitehead,	2012;	Smiraglia,	2016),	there	is	a	dearth	of	research	on	representations	of	ageing,	through	collections	or	exhibitions	(Warren	&	Richards,	2013).	As	Jackie	Goode	(2016)	has	described,	through	her	own	experiences,	fashion	exhibitions,	as	much	as	other	media,	can	be	an	inspirational	and	informative	way	in	which	mature	women	access	fashion	knowledges,	about	design,	construction,	fit	and	style	of	designer	garments,	and	another	means	through	which	the	acquisition	of	fashion	knowledges	are	applied	to	understandings	of	their	own	material	and	ageing	identities.				In	seeking	to	address	this	gap	it	is	notable	that	there	are	no	examples	from	Australasian	museums	that	could	claim	a	similar	approach	to	ageing,	as	that	seen	in	other	fashion	media.	Nor	does	the	Rara	Avis	exhibition	find	parallel	in	Australasia	as	an	example	of	stylish	ageing,	even	within	that	exhibition’s	limits.	It	is	rather,	necessary	to	use	a	case	study	more	for	its	omissions	than	as	an	exemplar.	In	doing	so,	the	following	sections	use	one	exhibition	as	a	means	to	consider	how	ageing	is	omitted,	overlooked	or	made	invisible,	through	museum	
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materialities	and	practices.	The	sections	also	broadly	examine	the	four	media	themes,	identified	above,	related	to	the	presentation	of	fashion	knowledges	and	material	identities	in	fashion	media,	firstly,	through	the	inclusion	of	current	fashions	and	aspirational	collecting-consumption,	and	then,	through	the	presentation	of	ideal	bodies	and	ageing.	While	the	form	of	the	exhibition	is	discussed	briefly,	as	specified	in	the	overview	of	chapter	above,	the	emphasis	here	is	not	on	overall	form	as	illustration	of	similarity	to	fashion	media	(though	this	is	present	in	part)	but	rather	on	content,	effect	and	representation,	through	the	media	themes,	as	listed	above.		
Media	themes	and	embodied	ageing	in	Margarita	Robertson	3.33.12		Where	might	the	four	media	themes	identified	above,	and	particularly	the	expression	of	ageing	identity,	be	found	in	a	fashion	exhibition?	One	effective	means	to	present	such	a	narrative	would	be	through	the	development	of	one	woman’s	fashionable	wardrobe	over	time.			This	was	the	premise	when,	in	2016,	the	Dunedin	Public	Art	Gallery	(DPAG),	Dunedin,	opened	a	relatively	small	fashion	exhibition	titled	Margarita	
Robertson:	3.33.12,	presenting	twelve	ensembles	drawn	from	the	personal	wardrobe	of	fashion	designer	Margarita	Robertson,	creative	director	and	founder	of	the	brand	NOM*d	(DPAG,	2016,	p.	14).	Regarded	as	a	“Godmother”	(Mitchell,	2008,	¶1)	of	New	Zealand	fashion	design,	Robertson	was	one	of	the	New	Zealand	Four	that	presented	at	LFW	1999,	and	is	thus	lauded	for	helping	create	an	international	profile	and	defining	style	for	New	Zealand	fashion,	with	particular	reference	to	the	South	Island	city	of	Dunedin,	where	she	is	based	(de	Pont	&	Malthus,	2015;	Radner,	2016;	Radner	&	Smith,	2011;	Tansley,	2008)	[Figure	8.7].	Robertson	is	thus	a	senior	figure	in	the	New	Zealand	fashion	industry,	acknowledged	as	a	mentor,	influencer	and	inspiration	to	others	(Lassig,	2010,	pp.	272-299;	Sly,	2017;	Smith,	2011),	and	recognised,	through	the	citation	Officer	of	the	New	Zealand	Order	of	Merit,	for	services	to	the	fashion	industry	(Department	of	the	Prime	Minister	and	Cabinet,	2017).	Robertson	is	also	a	worthy	exhibition	subject.	Her	distinctive	designs	have	been	exhibited	and	collected	by	museums	in	Australia	and	New	Zealand,	but	only	one	
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exhibition	and	publication	had	previously	focussed	solely	on	her	work	(Radner	&	Smith,	2011);	presented,	somewhat	incongruously,	at	the	Eastern	Southland	Gallery	in	the	small	southern	rural	town	of	Gore,	New	Zealand	(pop.	12,000).9			
	Figure	8.7:	Margarita	Robertson,	2011.	Image:	Tourism	New	Zealand.				Within	Margarita	Robertson,	garments	from	Robertson’s	wardrobe	were	presented	within	a	scaffolded	structure:	an	appropriately	industrial	gesture	given	the	mix	of	cities,	garment	deconstruction	and	darkly	textural	materials	that	are	Robertson’s	design	signature	(DPAG,	2016).	Coarse	salt	was	spread	beneath	the	scaffold,	both	defining	a	non-visitor	space	within	the	exhibition	and	recalling	its	use	as	wintery	‘frost’	in	past	NOM*d	catwalk	shows	(M.	Robinson,	2016),	a	fitting	effect	for	the	designer’s	Southern	location.	Within	the	salt,	three	video	screens	playing	archival	film	footage	provided	visual	context	and	a	
																																																								9	NOM*d:	The	Art	of	Fashion,	Eastern	Southland	Gallery,	Gore,	New	Zealand,	28	July	–	2	September	2011.	
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soundscape	from	past	catwalk	shows,	where	the	garments	had	first	featured	(DPAG,	2016,	p.	14;	M.	Robinson,	2016)	[Figure	8.8].			
	Figure	8.8:	Twelve	garments	in	Margarita	Robertson	3.33.12	(2016).	Image:	Kevin	Robinson.				Projected	on	the	wall	behind	the	garments,	were	three	commissioned	short	films	featuring	the	three	cities	(Paris,	Tokyo,	Dunedin)	that	are	Robertson’s	influences	(DPAG,	2016).	While	the	exhibition	was	not	deeply	experiential,	in	the	way	that	larger	exhibitions	may	be,	it	did	contain	elements	of	mediatic	practice.	The	background	projection	was	intended	to	be	immersive	and	to	present	an	interpretative	environment,	signature	to	the	named	filmmakers,	Miranda	Bellamy,	Richard	Shaw	and	Laurent	Soler	(DPAG,	2016,	¶8).	The	archival	film	footage	was	intended	to	have	a	similar	effect:		 Making	for	compelling	viewing;	a	rare	opportunity	to	view	in	their	entirety	the	fashion	shows	and	fashion	films	from	which	many	of	the	pieces	on	display	were	originally	selected,	particularly	[seen]	in	close	proximity	to	the	garments	themselves	(DPAG,	2016,	¶8).		
 244 
The	elevated	lineup	of	mannequins	was	suggestive	of	a	catwalk	or	shop	window.	When	combined	with	the	scaffolded	structure	and	framed	against	the	projected	background,	the	components	described	a	flattened	rectangular,	filmic,	magazine	or	media-like	space,	as	much	as	being	a	material	expression	of	Robertson’s	design	inspiration	and	fashion	identity	[Figure	8.9].	In	these	ways,	exhibition	components	worked	as	both	real,	embodied	and	affective	exhibition	objects	(Witcomb,	2010);	and	equally,	through	cities,	bodies,	garments,	salt,	structure,	film	and	space,	the	medium	was	thus	also	the	message	(McLuhan,	2013	[1964]).	More	compelling	was	how	Robertson	was	positioned.		
	Figure	8.8:	Installation,	Margarita	Robertson	3.33.12	(2016).	Image:	Miranda	Bellamy.					Rather	than	being	about	her	design	work,	the	exhibition	was	a	celebration	of	Robertson’s	fashion	knowledges	and	material	identity,	as	expressed	through	her	personal	style	and	design	influences	over	time.	The	exhibition	title	enumerated	this	purpose,	making	reference	to	the	three	cities	that	have	inspired	Robertson	over	her	33	years	as	an	international	fashion	buyer	and	designer,	as	demonstrated	through	the	twelve	garment	ensembles	“drawn	from	her	personal	wardrobe”	(DPAG,	2016,	p.	14).	Covering	the	period	since	1983,	the	
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ensembles	spanned	Robertson’s	range	of	influences,	including	international	designers,	such	as	Comme	des	Garçons,	Yohji	Yamamoto,	Rick	Owens,	Vetements	and	others,	alongside	one	NOM*d	ensemble.			Like	other	chronological	fashion	exhibitions,	a	sense	of	history	was	brought	into	the	present,	through	the	inclusion	of	garments	new	to	Robertson’s	wardrobe.	For	example,	a	Vetements	blazer	(Fall	2015	collection)	was	still	currently	being	worn,	as	reporter	Jude	Hathaway	(2016)	related,	shortly	before	the	exhibition	opened:		 She	[Robertson]	plans	on	wearing	the	jacket	on	her	impending	trip	to	wintry	Paris.	It	will	be	back	on	the	mannequin	in	time	for	the	exhibition's	opening!	(¶41,	emphasis	in	original).		Seeing	the	garment,	many	visitors	would	have	known,	or	been	easily	able	to	learn,	that	the	Swiss	Vetements	brand	was	retailed	locally	at	Robertson’s	nearby	fashion	store,	Plume,	as	were	the	other	brands	featured	in	the	exhibition	(NOM*d,	2018).	In	these	ways,	the	exhibition	acted	like	other	fashion	media,	regarding	the	diffusion	of	fashion	knowledges	in	the	Australasian	context,	to	produce,	as	Weller	(2007)	has	described,	a	‘viscous’	form	of	fashion	knowledges	about	international	fashion	trends,	across	geographic	space	and	time.	About	this	“aesthetic	cosmopolitanism”	first	remarked	upon	by	Urry	(1995,	p.	145),	Weller	has	suggested	that:		 Images	emanating	from	the	central	places	of	fashion	influence	the	aesthetic	sensibilities	of	the	local	fashion	cognoscenti,	who	draw	on	media	representations	to	expand	their	pre-existing	knowledge	(p.	50).		Thus,	as	in	other	fashion	media,	through	the	exhibition,	both	the	diffusion	and	influence	of	contemporary	fashion	ideas	were	generated,	as	both	current	fashions	and	contemporary	fashion	knowledges	were	brought	together,	to	both	show	which	garments	and	brands	Robertson	was	currently	wearing,	or	still	had	in	her	wardrobe;	and	for	those	with	local	or	specialised	fashion	knowledges,	providing	the	information	needed	to	access	similar	garments	for	themselves.		
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As	a	senior	figure	in	New	Zealand’s	fashion	industry,	the	exhibition	also	worked	to	demonstrate	Robertson’s	longevity,	influences,	anticipation	and	personal	style,	over	more	than	three	decades	of	fashion	change	and	evolution.	It	aimed	to	“affirm	Robertson’s	remarkable	ability	to	‘be	there’	when	major	fashion	moments	occur”	(DPAG,	2016,	p.	14),	citing	the	“revolutionary,”	“joyous,”	“celebratory”	and	performative	attributes	of	the	designer’s	wardrobe	choices	(DPAG,	2016,	p.	14),	and	positioning	her	as	an	early	adopter	and	influential	interpreter	of	stylistic	change,	with	an	eye	for	fashion,	within	the	“dark	and	wittily	somber”	(NOM*d,	2018,	¶1)	styles	that	she	favours.			In	these	ways,	Robertson	fits	with	the	ideal	fashion	collector-consumer	described	above,	who	is	given	renown	for	the	garments	she	chooses	to	collect	and	wear.	Like	Blow	and	Sherman,	Robertson	is	a	well-travelled	and	acutely	aware	fashion	identity,	benefitting	from	the	ability	to	both	see	and	purchase	designer	garments	internationally.	Molloy	and	Larner	(2013,	pp.	126-151)	have	specified	that	when	presented	in	media	contexts,	such	attributes	are	an	important	means	through	which	New	Zealand	fashion	designers	position	themselves	and	their	brands	within	local	and	global	circuits,	so	establishing	an	influential	“pedagogy	of	fashionability”	(p.	13),	which	actively	“represents	and	interpellates	New	Zealanders	as	fashionable	and	design-savvy	global	subjects”	(p.	143).	In	part,	this	is	exactly	what	the	exhibition	sought	to	achieve	by	giving	identity	to,	and	bringing	into	being,	both	Robertson	and	DPAG	visitors	as	fashion-savvy	local	and	global	subjects;	where,	depending	on	prior	knowledge,	the	exhibition	could	by	degrees	inform	or	confirm	visitor’s	fashion	knowledges,	regarding	fashion	history	and	contexts.	It	also	provided	insight	into	the	dressed	person	that	is	Margarita	Robertson,	through	presentation	of	her	embodied	fashion	identity.		
Presentation	of	body	and	age	in	Margarita	Robertson:	3.33.12		Robertson	is	an	aspirational	figure,	and	a	mature	woman	with	stylish	individuality,	having	maintained	a	career	over	a	long	period,	with	a	strong	visual	signature.	She	has	the	means,	aesthetic	judgment,	creativity,	access	and	industry	reputation	to	fit	with	characteristics	of	stylish	ageing,	as	represented	in	
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wider	fashion	media	(Church	Gibson,	2013;	Twigg,	2012b).	As	she	readily	admits,	Robertson	no	longer	has	the	appearance	of	a	young	woman	(Roulston,	2013).	Rather,	she	determinedly,	and	stylishly,	champions	a	personal	aesthetic	that	is	not	intended	to	be	youthful	(Smith,	2011).	Through	commentary	on	her	beauty	regime,	Robertson	has	related	how	she	has	purposefully	altered	the	way	she	does	her	makeup	and	chose	to	keep	her	hair	grey,	in	response	to	ageing	(Holland	&	Ward,	2012;	Roulston,	2013).	Robertson	is	also	known	for	championing	an	“ageless”	aesthetic	based	on	an	“androgynous	bulky	body”	(Smith	&	Radner,	2011,	p.	28),	and	for	wearing	and	designing	layered,	body	covering	–	rather	than	revealing	–	garments	(Smith,	2011).	As	she	said	of	the	garments	featured	in	the	exhibition,	‘‘It	was	these	designers'	one	size-fits-all	and	the	relaxed	way	of	dressing	that	fascinated	me”	(quoted	in	Hathaway,	2016,	¶24).	Robertson	is	also	the	model	for	her	design	process	and	filters	that	embodiment	through	her	designs.	As	she	has	said,	“Many	of	the	new	ideas	I	have	are	formed	when	I’m	wearing	the	clothes.	Unfortunately	I’m	not	sample	size”	(quoted	in	Lassig,	2010,	p.	287;	also	see,	Stocker,	2011,	p.	2).		The	point	here	is	not	to	critique	the	body	or	appearance	of	Robertson,	but	to	observe	how,	as	in	other	media,	attributes	of	ageing	or	embodied	diversity	were	made	invisible	within	the	exhibition.	For	example,	the	repetition	of	elongated	commercial	mannequins	lined	up	across	the	scaffold	was	a	useful	visual	device	that	helped	create	a	consistent,	synonymous	look,	within	the	strongly	framed	installation.	Just	as	other	fashion	media	replicate	standard	poses	that	idealise	bodies	(Peters,	2017),	so	too	Margarita	Robertson	created	a	flattening,	a	standardisation	of	embodied	identity	over	time,	thus	causing	time	and	its	effects	to	be	both	serialised	and	unchanging.	This	is	not	the	experience	for	the	majority	of	women,	who	find	it	necessary	to	adapt	or	select	fashion	garments	to	accommodate	changes	in	physicality	as	they	age	(Church	Gibson,	2000;	Clarke,	et	al.,	2009;	Twigg,	2009,	2012a).	Importantly,	while	other	fashion	media	go	some	way	to	represent	diversity	through	ageing,	even	within	a	very	limited	scope	of	‘stylish	ageing’,	the	rarity	or	invisibility	of	themes,	similar	to	those	found	unseen	in	Margarita	Robertson,	shows	that	Australasian	museums	are	far	
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from	addressing	or	representing	the	range	of	fashioned	identities	that	broader	fashion	media	now	incorporate	on	a	regular	basis.			
Representations	and	invisibility	Ageing	is	a	universal	experience,	intimately	tied	to	the	expression	of	material	identities	through	embodied	fashionability.	As	Julia	Twigg	(2012a)	has	noted:		 Age	is	surely	one	of	the	key	or	‘master’	identities,	along	with	gender,	class,	‘race’	and	other	contenders.	We	should	not,	therefore,	be	surprised	to	find	it	reflected	in	ideas	about	clothing	(p.	1032).		Fashioned	identities	are	inherently	diverse	identities	that	find	material	expression	through	clothing.	To	do	this,	they	draw	on	a	variety	of	sources,	including	fashion	media,	to	accumulate	fashion	knowledges	about	the	presentation	of	self	and	others.	As	shown	above,	ageing	provides	a	notable	gap	in	museum	representation,	readily	identified	through	counterpoint	with	other	fashion	media,	and	the	scholarly	and	popular	critique	that	builds	around	it.			While	the	focus	here	has	been	on	ageing,	equally	invisible	in	museum	practices	are	the	many	ways	in	which	other	widely	experienced	material	identities	are	expressed,	through	fashion.	Similar	gaps	could	be	readily	found	regarding	concerns	about	body	diversity	(Miller	&	Halberstadt,	2005),	disability	(Friedman,	2016),	pregnancy	(Longhurst,	2005),	gender	(Petrov,	2014),	faith,	cultural	expression	(Sandikci	&	Ger,	2005),	sexuality	(Cole,	2005,	2018),	youth,	masculinity	(McNeill	&	McKay,	2016),	or	other	embodied	expressions	of	identity,	elsewhere	observed	through	the	lens	of	fashion.	Equally,	representations	of	large	population	groups,	such	as	children,	teenagers,	men,	or	the	experience	of	creating	fashionability	though	limited	financial	means,	are	similarly	absent.	Some	of	these,	such	as	disability	and	ethnicity,	are	broader	absences	notable	in	fashion	media	(Allwood,	2011;	Knox,	2018;	Pike,	2015).	Others	are	relatively	rare	or	occasional:	youth	fashions	are	typically	seen	in	exhibitions	of	streetwear,10	and	there	have	been	singular	exhibitions	of	
																																																								10	GUTS	(Global	Urban	Tribal	Streetwear):	An	Exhibition	with	Attitude,	NGV,	20	May	–	3	July	1994;	
The	New	Cool,	Dowse	Art	Museum,	Lower	Hutt	NZ,	9	June	–	30	August	2005;	Head	and	Sole:	
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menswear	and	faith-based	fashion.11	Yet	it	is	known	that	women,	and	most	likely	all	visitors,	prefer	to	see	ages	similar	to	their	own	depicted	through	fashion	media	(Kozar,	2010).	Similarly,	it	can	be	expected	that	other	presentations	of	embodied	fashionability	would	find	an	audience.	By	reading	museums	as	fashion	media,	these	omissions	are	notable.			
Museum	representations		Museums	have	historically	engaged	in	representing	and	constructing	identities,	through	national,	cultural,	ethnographic,	artistic,	military	and	other	frames	(McLean,	2008).	These	grand	narratives	were	destabilised	and	gained	increasing	local	relevance	as	theories	of	new	museology	encouraged	a	focus	at	community	level	and	sought	to	interrogate	practices	of	representation.	Initially	at	least,	this	prompted	an	exploration	of	dressed	identities,	through	groundbreaking	international	exhibitions	and	collecting	that	worked	to	represent	the	complexity	and	diversity	of	fashion	knowledges	and	material	identities,	such	as	de	la	Haye’s	Streetstyle	(1994)	exhibition	in	London	(de	la	Haye,	1996;	Evans,	1997).			In	many	ways,	fashion	is	a	network	of	privilege,	aspiration,	conformity	and	ideals.	Yet	the	grand	narratives	of	fashion	can	be	read,	not	just	at	the	level	of	class,	gender,	culture	or	other	master	identities	(Crane,	2000),	but	especially	in	today’s	increasingly	globalised	and	segmented	fashion	industry	(Goodrum,	2005b;	Goodrum,	et	al.,	2004;	Healy,	2010;	Maynard,	2004;	Molloy	&	Larner,	2013;	Weller,	2008),	to	be	the	constant	interplay	between	maintaining	similarity	and	difference	in	style	conformity	and	expression	(Hebdige,	1979;	Simmel,	1957	[1904];	Veblen,	1998	[1899]).	When	museums	act	to	flatten	and	constrain	difference,	they	act	against	their	very	purpose	as	representatives	of	diverse	publics.	Fashion	exhibitions,	as	they	are	found	today,	are	enormously	popular	with	audiences,	who	travel	to,	pay	for,	are	enthused	about,	absorb,	and	are	interested	in,	the	pedagogy	of	fashionability.	Fashion	is	a	mainstay	for																																																									
Swagga	Like	Us;	Head	and	Sole:	Caps	&	Kicks,	Logan	Art	Gallery,	Logan	QLD,	10	January	–	15	February	2014.	11	ManStyle,	NGV,	11	March	–	27	November	2011;	Faith,	Fashion,	Fusion	(2012);	Reigning	Men	(2016).	
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museums,	for	income,	audience	development,	reach	and	relevance,	just	as	it	is,	for	other	fashion	media.	Fashion	has	contributed	significantly	to	the	turn	to	spectacular,	immersive,	aspirational,	uplifting,	participatory	and	creative	museum	experiences.	With	it,	museums	also	gain	responsibility,	means	and	imperative	to	align	–	and	outshine	–	other	fashion	media:	through	a	greater	representation	of	the	nuances	of	fashion	and,	through	the	presentation	of	a	much	greater	richness	in	fashion’s	expression.		
Conclusion:	thinking	through	museums	as	fashion	media	Thinking	through	media	opens	up	both	possibilities	and	restrictions	in	the	presentation	of	fashion	knowledges	and	material	identities.	Fashion	media,	like	other	parts	of	the	fashion	industry,	are	deeply	embedded	in	the	presentation	of	fashion	exhibitions,	through	networked	relationships	that	are	often	symbiotic.	The	largest	fashion	exhibitions	all	have	media	partners,	as	part	of	their	sponsor	and	support	packages	(see,	Chapter	6:	Museums	as	Fashion	Networks,	for	specific	example).	Looking	deeper,	as	the	Frock	Stars	case	study	shows,	fashion	media	may	also	provide	impetus,	content,	representation,	endorsement,	participation	or	promotion,	as	well	be	the	source	of	inspiration.	Fashion	media	practices	can	provide	visual	and	textual	frames	of	reference	for	exhibition	form	and	content;	an	area	worthy	of	further	study.	While	key	works	that	identify	museums	as	media	are	few,	they	draw	on	well-recognised	media	theory	to	place	the	materiality	of	museums	centrally.	Sharing	similarities	with	the	participatory	nature	of	much	fashion	media	reveals	that	museums,	like	other	fashion	media,	have	significant	responsibilities,	through	their	affective	and	engaging	qualities,	and	when	working	alongside	visitors,	as	communicators,	co-producers	and	recipients	of	meaning.	This	has	particular	importance	when	museums	bring	together	fashion	knowledges	from	a	variety	of	sources,	in	modes	that	reflect	standard	practices	seen	broadly	in	fashion	media.		Material	identities	are	embodied	identities,	informed	by	fashion	knowledges	drawn	from	a	variety	of	sources,	of	which	fashion	media	is	particularly	powerful.	When	museums	take	on	predominant	themes	seen	in	wider	fashion	media,	through	the	presentation	of	current	fashions,	ideal	bodies	or	ideal	
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consumers,	they	both	inform	their	publics	of	contemporary	fashion	knowledges,	and	engage	directly	with	visitor’s	fashion	knowledges	and	material	identities.	As	the	example	of	ageless	style	demonstrated,	wider	fashion	media	are	increasingly	extending	narratives	of	fashionability,	even	within	the	limits	of	fashion	media’s	predominant	interests.	By	contrast,	museums	are	continuing	to	present	a	narrower	version	of	fashioned	identities.	When	something	as	universal	as	ageing	is	made	invisible	or	notably	omitted,	it	helps	to	reveal	other	narratives	of	embodied	fashionability	that	are	also	overlooked	or	absent	in	museums.			The	chapters	so	far	have	examined	museums	as	replications	of	immersive	behind-the-scenes	fashion	week	experiences,	as	fashion	spaces	embedded	in	networks,	and	as	sites	enacting	translations	from	the	wider	fashion	world.	In	reading	museums	as	fashion	media,	this	chapter	has	re-centered	enquiry	on	representations	of	knowledge	and	meaning,	by	showing	how	museums	present	selected	forms	of	fashion	knowledges	and	material	identities.	The	next	and	final	chapter	brings	these	threads	together	to	conclude	this	enquiry.																	
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Chapter	9:	Museums	as	Fashion	Agencies:	Discussion	and	
Conclusion					This	thesis	has	set	out	to	examine	how	fashion	knowledges	and	material	identities	are	assembled,	through	museum	materialities	and	practices	in	Australasia.	To	do	so,	it	has	examined	museums	as	spaces,	in	networks,	engaged	in	translations,	which	act	like	other	media,	to	present	very	specific	fashion	knowledges	and	material	identities	for	visitors.	The	evident	groundswell	of	fashion	in	Australasian	museums	has	meant	that	this	area	of	museum	practice	is	worthy	of	enquiry,	as	a	distinct	set	of	new	actors,	spaces,	networks	and	translations	are	increasingly	apparent.	
	Through	the	literature	review,	this	thesis	has	shown	how	this	research	project	can	contribute	to	what	has	already	been	observed,	practiced	and	experienced.	Through	a	range	of	sites,	exhibitions	and	fashion	objects,	the	methodological	approach	of	ANT	has	been	usefully	applied	to	help	uncover	the	diversity	of	museum	fashion	practice,	and	the	participants,	materialities	and	practices	that	are	actively	engaged	in	assembling	fashion	in	Australasian	museums.		This	thesis	has	taken	a	necessarily	broad	approach	to	uncover,	understand,	and	provide	an	account	of,	the	scope	of	current	museum	fashion	practice,	to	consider	the	question	of	how	museum	fashion	practice	is	assembled,	as	well	as	to	enquire	into	some	of	the	limits	of	practice.	It	has	aimed	to	do	so	in	a	manner	that	accounts	for	the	complexity	and	networked	nature	of	museum	fashion	practice,	and	of	museums	as	complex	sites	of	action	and	activity.			
Limits	and	opportunities	of	museum	fashion	practice	What	has	been	revealed	is	that	museums	are	active	participants	in	presenting	(and	collecting)	fashion	in	museums	and	that,	through	this	work,	they	are	closely	networked	with	participants	from	the	fashion	industry.	It	is	evident	that	some	museums	purposefully	plan	exhibitions	to	be	like	fashion	media,	by	
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leveraging	attributes	and	tropes	of	fashion	media,	for	example,	through	exhibition	design	or	thematics.	Comparison	with	other	fashion	media	has	also	revealed	limits	in	museum	fashion	practice,	and	absences	in	the	representation	of	diversity	in	dressed	fashion	identities	in	Australasia.	For	example,	through	the	omission	of	ageing	fashion	identities,	which	are	well	represented	in	broad	fashion	media,	even	within	the	limits	of	those	contexts.	By	extension,	it	is	also	notable	that	representations	of	embodied	diversity	and	many	other	fashion	knowledges	and	material	identities	are	also	omitted,	through	museum	fashion	practice.			Fashion	exhibitions	are	often	very	costly	exhibitions,	which	bring	together	multiple	participants	or	actors,	material,	virtual,	human	or	imagined.	These	include	the	multiple	materialities	and	practices	of	exhibition	didactics,	interactives,	opportunities	for	play-acting,	props,	websites,	audiovisual	components,	and	so	forth,	as	well	as	the	fashion	garments	and	fashion	objects,	around	which	fashion	exhibitions	center.		The	benefits	that	fashion	exhibitions	bring	to	museums,	in	terms	of	sponsorship,	funding,	visitation	and	institutional	outcomes,	mean	that	museums	are	often	responsive	institutions,	linking	to	wider	fashion	event	programmes,	such	as	fashion	weeks	and	festivals,	and	at	times	working	to	very	short	timeframes	to	satisfy	fashion	event	and	industry	deadlines.	It	is	also	notable	that	fashion	industry	participants	can	drive	these	exhibitions,	through	content,	support,	industry	access	and	promotion.			
The	poetics	and	politics	of	representation	and	meaning	This	thesis	has	proposed	two	understandings	of	fashion	in	museums,	identified	as	fashion	knowledges	and	material	identities,	to	help	examine	the	politics	and	poetics	of	museum	representation,	as	sites	where	knowledge	and	meaning	are	produced	and	assembled.	Yet,	through	this	research	project,	it	is	evident	that	from	a	visitor-driven	new	museological	perspective,	the	majority	of	fashion	exhibitions	are	not	about	the	politics	and	poetics	of	representation	and	meaning	in	the	way	a	new	museological	approach	to	museum	practice	initially	intended.		
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	From	the	mid-late	1980s	many	museums	were	inspired	by	the	principles	and	practices	of	new	museology.	Driven	particularly	by	the	imperatives	of	new	museological	ideals	and	new	modes	of	enquiry	based	in	material	culture	theory,	attributes,	such	as	representation	and	inclusivity,	underpinned	equitable	approaches	to	museum	provision.	In	Australasia	these	drivers	took	on	specific	inflection	within	the	contexts	of	national	and	bicultural	settings,	along	with	the	establishment	of	‘new	museums’	in	both	countries.	Yet,	what	is	revealed	through	the	twin	concepts	of	fashion	knowledges	and	material	identities,	is	that	museums	are	not	always	sites	where	representative	knowledge	and	meaning	are	produced	and	assembled.	Rather,	through	fashion,	other	kinds	of	fashion	knowledges	and	material	identities	are	assembled.			While	from	the	1980s	fashion	exhibitions	explored	national	iconography	and	high-low	culture,	through	garments	that	traversed	a	mix	of	art,	craft	and	fashion,	and	a	postmodern	multitude	of	references,	today’s	fashion	narratives	are	much	less	complicated.	There	is	today	an	inherent	tension	that	resides	between	the	new	museological	politics	of	the	‘good’	of	museums	and	a	desire	to	reach	and	please	audiences	in	far	less	challenging	ways.	This	is	apparent	in	the	way	that	museums	serve	large	audiences	to	deliver	exhibitions	that	people	clearly	enjoy,	visit,	want	and	are	interested	in,	as	leisure	activities	that	provide	rich	visual	and	sensory	experiences.			Yet	there	is	a	tension,	between	access	to	predominantly	exclusive	high-level,	and	often	international,	designer	fashion	and	the	day	to	day	realities	of	audiences	more	quotidian	fashion	access,	wardrobe	choices,	fashion	knowledges	and	expression	of	material	identities,	through	fashion	outside	of	museums.	Where	museums	present	current	fashion	knowledges,	or	exhibit	garments	available	concurrently	at	retail,	they	support	fashion	knowledges	about	those	brands,	whose	aims	are	commercial	success,	tied	to	individual	purchase	and	expression	of	material	identity,	through	purchase	of	garments	and	other	branded	fashion	objects.	It	is	unlikely	that	most	museum	visitors	have	access	to	the	kinds	of	fashion	garments	displayed	in	museums	but	rather,	as	
 256 
Revel’s	(2012)	quote	at	the	introduction	to	this	thesis	advocated,	“the	price	of	an	exhibition	ticket	provides	entry-level	access	to	a	high-end	label,	and,	more	crucially,	educates	new,	aspirational	customers”	(¶4).	This	means	that	fashion	exhibitions	frequently	offer	entry-level	access	to	fashion	brands,	and	knowledge	of	high	fashion,	with	perhaps	opportunity	to	purchase	branded	souvenirs	of	diffused	garments,	through	branded	pop-up	shops,	museum	or	fashion	retail.			
Fashion	brands	and	museums	It	is	notable	that	fashion	in	museums	continues	to	inspire	and	draw	upon	fashion	retail,	and	that	this	has	been	an	enduring	aspect	of	museum	materialities	and	practices,	not	just	confined	to	understandings	of	nineteenth	century	museum	practice.	Even	more	than	for	destination	fashion	retail,	for	fashion	brands,	museums	offer	big	static	showcases,	where	everything	presented	remains	perfect,	in	its	design,	execution,	presentation,	and	the	ability	of	audiences	to,	increasingly,	observe	the	fine	details	of	garments,	within	immersive	and	spectacular,	experiential	fashion	spaces.		Some	museums	can	and	are	building	their	own	brands	on	destination	fashion	experiences,	such	as	Bendigo	Art	Gallery	and	NGV.	This	is	much	less	evident	in	New	Zealand,	where	no	single	museum	has	become	known	for	destination	fashion,	but	where	a	virtual,	travelling	pop-up	fashion	museum,	the	NZFM,	is	now	well	established.	Outside	the	two	main	Victorian	destinations,	museums	in	major	and	smaller	centres	and	regions	are	drawing	on	museum	fashion	practices	for	temporary	periods.	In	this	way,	fashion	has	also	become	seasonally	fashionable	for	large	city	museums,	and	intermittently,	for	regional	museums,	albeit	on	more	limited	budgets	and	to	a	smaller	scale,	or	where	exhibitions	originating	in	other	institutions	travel.		
Curatorial	expertise	and	enduring	practices	This	has	also	meant	a	shift	in	curatorial	expertise	to	an	increasing	focus	on	curatorial	facilitation.	In	contrast	to	early	objectives	and	expectations	based	in	the	realisation	of	new	museology,	where	the	focus	was	on	the	politics	and	practices	of	broad	community	engagement,	representation	and	identity,	
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facilitation	has	shifted,	somewhat	unexpectedly,	to	become	facilitation	with	industry.	These	new	forms	of	engagement	are	evident	in	the	networks	of	museum	fashion	practice,	and	in	the	political,	economic	and	industry	drivers	that	can	embed	garments	in	multiple	political,	personal,	economic,	national,	branded	and	aspirational	fashion	knowledge	and	identity	projects,	through	translation.	These	introduce	a	divergent	form	of	fashion	politics	and	poetics,	centered	outside	museums	but	networked	and	impacting	the	fashion	knowledges	and	material	identities	of	museum	visitors,	and	so	embedding	curatorial	practice	in	new	networks	of	complexity	around	fashion	knowledges	and	material	identities,	in	this	sense,	merging	fashion	and	museum	worlds.		Museums	are	made	up	of	passionate	people	who	do	extraordinary	work	in	public,	meaning	a	personal-political	tension	exists	for	these	individuals	as	much	as	for	their	institutions.	There	are	singular	curators	and	museum	directors	who	stand	out	for	different	reasons,	through	their	museum	fashion	practice.	For	example,	curator	Glynis	Jones	at	PHM,	who	curated	exhibitions,	such	as	Frock	
Stars	(2010)	and	Faith,	Fashion,	Fusion	(2012),	regularly	complicates	the	narratives	in	exhibitions	she	curates,	by	encouraging	and	allowing	visitors	to	respond	to	and	question	exhibition	thematics,	narratives	and	content.			Jones	does	this	by	setting	up	narrative	and	interactive	opportunities	for	visitors	to	reflect	on	ways	their	fashion	knowledges	and	material	identities	are	impacted	by	the	fashion	industry,	and	the	effects	that	fashion	industry	and	fashion	media	practices	can	have	on	these	embodied	and	fashion	knowledgeable	visitors.	This	approach	has	provided	rich	insight	into	the	impact	of	fashion	exhibitions	on	visitors,	especially	through	the	visitor	response	cards	in	Frock	Stars.	As	this	main	case	study	has	shown,	despite	Frock	Stars	impetus	being	an	industry	driven	means	to	celebrate	the	Australasian	fashion	industry,	through	Jones	input,	visitors	were	enabled	to	bring	their	own	fashion	knowledges	and	material	identities	into	an	otherwise	exclusive	context	of	fashion	‘knowingness’.	Jones	has	also	explored	less	mainstream	fashion	knowledges	and	material	identities,	for	example,	through	Faith,	Fashion,	Fusion,	
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a	successful	exhibition	that	went	on	to	tour	Australian	regional	museums	and	to	Malaysia.			Fashion	exhibitions	are	relatively	fleeting	assemblages.	Even	with	long	tours	or	an	enduring	intent,	some	singular	projects	have	now	disappeared,	such	as	
Identi-tee	(2012)	at	AWMM,	where	the	development	of	a	digital	collection	of	garments	and	crowd	sourced	narratives	about	these	accessible	fashion	garments	no	longer	has	an	online	presence.			Curatorial	expertise	has	also	been	challenged,	as	fashion	industry	participants	temporarily	take	on	museum	curatorial,	public	programme	or	educational	roles.	More	than	just	through	fashion	styling,	such	as	in	Frock	Stars,	or	the	ways	in	which	the	fashion	industry	draws	on	museum	tropes,	materialities	and	practices	in	fashion	retail	and	promotions,	within	museums	fashion	designers	and	other	fashion	industry	participants	may	also	take	on	more	specifically	museum	work.	This	is	seen,	for	example,	in	exhibitions	curated	by	fashion	designers	about	their	practice,	and	in	projects,	such	as	Express	Yourself	(2014),	where	the	fashion	designers	Anna	Plunkett	and	Luke	Sales	interpreted	and	assembled	NGV	collections	and	design	activities	for	children,	based	around	their	childhood,	inspiration	and	practice.		This	reflects	wider	practices	in	Australasian	museums,	such	as	in	New	Zealand,	where	film	makers	Weta	Workshop	co-created	the	exhibition	Gallipoli:	The	Scale	
of	Our	War	(2015),	with	museum	professionals	at	Te	Papa	(Ross,	2015).	While	these	project	collaborators	no	doubt	worked	closely	with	museum	practitioners,	in	fashion	exhibitions	this	also	suggests	a	flattening	of	museum	expertise,	across	educational,	audience	development,	historical,	social	and	cultural	fashion	knowledges.	It	introduces	new	drivers	into	museological	practice,	in	keeping	with	the	business,	promotional,	industry	and	other	objectives	of	networked	collaborators	and	co-creators.			
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Museum	fashion	practice	strengths	and	opportunities	for	further	research	A	strength	of	collaborative	programmes	is	where	these	activities	invite	exploration	and	extension	of	fashion	knowledges	based	in	fashion	design	practice	or	provide	tangible	and	meaningful	opportunities	to	explore	fashion	identities.	For	example,	by	inviting	museum	audiences	to	explore	the	process	of	designing	fashion	in	other	media,	through	hands-on	physical	or	creative	experiences,	attentive	to	representation	and	meaning-making	[Figure	9.1].	This	also	demonstrates	a	desire	by	museum	visitors	to	take	what	they	have	seen	in	an	exhibition	and	translate	it,	using	their	own	and	recently	acquired	fashion	knowledges,	into	physical	and	immediate	exploration	through	hands-on	projects	that	reflect	and	connect	to	their	own	material	identities.	That	fashion	garments	are	physical,	not	digital,	is	a	strength	of	the	museum	fashion	experience,	in	an	increasingly	multimedia	and	digital	interactive	museum	environment.			
	Figure	9.1:	Adults	and	children	making	paper	fashion	garments	and	accessories,	Viktor	&	Rolf	for	
Kids	(2016).	Image:	Tanya	Zoe	Robinson.			
 260 
This	demonstrated	desire	by	visitors	to	connect	museum	fashion	experiences	to	their	own	creativity,	imagination,	fashion	knowledges	and	material	identities,	through	exhibitions	and	programmes	developed	by	fashion	designers,	indicates	a	need	for	further	research,	not	possible	in	this	research	project.	It	would	be	a	useful	project	and	extension	of	this	thesis,	to	uncover	ways	in	which	curators,	museum	educators	and	programme	developers	now	collaborate	on,	drive,	or	are	driven	by,	projects	delivered	or	co-created	with	fashion	designers,	and	to	evaluate	the	success	of	interactive,	hands-on	programmes	designed	by	non-educators	or	non-museum	specialists.	Outcomes	could	also	be	usefully	applied	across	other	areas	of	museum	practice,	not	just	fashion,	where	the	practical	experience	of	this	mode	of	exhibition,	education	and	public	programme	development	has	been	little	revealed	or	discussed.	There	is	a	tension	inherent	in	the	assemblage	of	these	new	exhibition	and	audience	development	programmes,	and	a	need	to	examine	further:	what	is	museum	expertise	in	these	contexts,	might	these	programmes	bring	an	undermining	of	museum	expertise	and	experience,	due	to	who	museums	collaborate	with?		Further,	while	interviews	or	images	that	include	identifiable	visitors	are	largely	excluded	from	this	thesis,	time	spent	viewing	fashion	exhibitions,	during	this	research	project,	suggests	a	diversity	of	response	by	visitors	to	museum	fashion	practices.	The	small	sample	of	visitor	responses,	documented	through	the	exhibition	Frock	Stars,	has	provided	valuable	insight	into	museum	fashion	practices.	There	is	a	need	to	undertake	and	formalise	similar	research,	including	closely	detailed	evaluation,	observation	and	the	elicitation	of	thoughtful	visitor	responses,	to	enhance	practice	and	understanding,	which	is	presently	little	remarked	upon	in	museum	research.	This	is	a	further	area	of	enquiry	that	would	provide	valuable	research	outcomes.	Across	the	range	of	literature	reviewed	for	this	thesis,	there	was	little	visitor	evaluation	and	none	published	based	on	case	studies	in	the	context	of	fashion	exhibitions	in	Australasia.		
Collaborative	knowledge	practices	and	theory	A	focus	on	specialist	and	exclusive	fashion	means	an	almost	complete	denial	by	museums	of	the	co-authored,	co-created	fashion	knowledges	of	visitors,	
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paradoxically,	through	a	material	product	that	is	universal	(clothing)	and	widespread	(fashionable	clothing).	A	focus	on	fashion	knowledges	centered	on	exclusive,	elusive	and	high	fashion	garments,	carries	similarities	to	the	top-down	nineteenth	century	museum	practices	of	authoring,	civilising,	and	instructing	visitors	about	high	value	and	overarching	concepts	of	improvement,	personal	and	social	development,	and	ideals.	This	is	also	a	reminder	that	nineteenth	century	fashion	theories	emphasised	a	trickle-down	effect	of	high	fashion,	as	the	design,	style	and	identity	attributes	of	leisured	fashion	wearers	were	adopted	by	and	influenced	the	less	wealthy,	less	stylish	garment	wearers	of	the	time.	Counter	to	this,	is	new	fashion	theory	that	suggests	many	fashion	styles	originate	in	far	more	quotidian	ways,	as	streetstyle.			While	perhaps,	there	is	little	attraction	for	museums	in	exhibiting	the	ordinariness	of	everyday	fashion,	curators	in	other	disciplines,	especially	social	history,	often	work	with	similar	constraints,	and	know	that	for	many	social	history	and	design	objects,	it	is	the	narratives	that	are	built	around,	often	quite	ordinary	objects,	that	give	relevance,	recognition	and	a	personal	connection	for	visitors.	This	was	a	strength	of	the	turn	to	material	culture	research,	yet	it	is	rare	for	fashion	exhibitions	to	seek	to	draw	out	and	engage	these	attributes.	In	contrast,	as	shown	through	this	research	project,	the	alternate	spaces	of	fashion	(such	as	blogs,	wardrobes	and	streetstyle)	can	be	richly	engaging	and	knowledge-based	spaces	for	people	interested	in	their	own	and	others’	expression	of	material	identities,	through	fashion.			Such	everyday	fashion	practices	are	well	understood	through	theoretical	fashion	literature,	yet	within	Australasian	museums,	there	is	no	strong	evidence	of	critique	or	exhibition	narratives	based	on	fashion	theory.	The	literature	on	Australasian	fashion	practices	is	burgeoning,	with	exponential	growth	of	fashion	knowledges,	evident	through	application	of	diverse	cultural,	historical	and	location-based	fashion	theories	and	design	histories,	much	of	which	draws	on	fashion	as	evidence	of	distinct	cultural,	social,	political,	economic	and	material	identities,	inflected	by	the	particular	social,	technological,	political	and	cultural	contexts	of	Australasian	fashion.	Fashion	research	also	shows	that	for	
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many	people	fashion	is	a	social	activity,	based	around	shopping,	wearing,	seeing	and	assembling	outfits,	through	wardrobe	practices	of	fashion:	approaches	that	could	be	readily	extended	into	museum	fashion	practices.			In	partnership	with	this,	there	is	very	weak	or	no	critique,	using	museological	theory,	of	museum	fashion	practices	and	materialities,	and	where	it	is,	it	typically	sits	outside	museum	theoretical	frameworks,	or	outside	Australasia.	The	field	is	small,	and	primarily	dominated	by	long-established,	successful	curators,	so	critique	is	difficult	or	carries	risk	for	reviewers	of	impolitesse.		
Positioning	fashion	knowledges		This	relates	to	questions	that	arise,	through	the	positioning	of	fashion	in	museums.	Despite	regular	inclusion	in	primarily	art-focussed	museums,	there	is	an	uncertainty	about	whether	fashion	is	art,	or	if	fashion	is	something	different,	its	own	kind	of	creative	design	practice.	The	distinction	of	what	fashion	is,	is	made	most	apparent	in	how	fashion	designer’s	practice	is	located	and	interpreted	within	fashion	exhibitions,	particularly	through	exhibitions	that	demonstrate	fashion	designer’s	enquiry	into	their	own	practice,	rather	than	enquiry	through	practice,	as	would	be	the	case	for	artists.		Another	area	that	also	needs	further	examination	is	how	fashion	design	narratives	are	often	lost	in	fashion	exhibitions	or	made	hard	for	visitors	to	connect	and	find.	This	is	evident	when	didactics	focus	on	formal	qualities	of	garments,	are	placed	at	a	distance	to	garments,	support	brand	narratives	or	promotion,	focus	on	biographies	of	fashion	designers,	or	when	there	is	with	little	or	no	social	context,	or	information	about	construction	or	features	of	garments.	This	makes	difficult	visitor’s	personal	linkages	to	garments	and	contexts,	through	personal	experience,	knowledges	or	identity.	When	placed	behind	large	expanses	of	glass,	there	is	a	need	to	enable	visitors	to	step	beyond	these	retail	window-like	structures,	into	a	co-created,	co-authored	space	of	fashion.	These	limits	also	substantially	reveal	the	intent	of	many	fashion	exhibitions,	as	spaces	and	experiences	reliant	either	on	visitor’s	a	priori	fashion	
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knowledges	or	on	the	didactic	conferring	of	fashion	knowledges	about	the	formal	qualities	of	fashion	garments,	designers	and	brand	attributes.		
Regional	challenges,	opportunities	and	touring	A	challenge	for	smaller	museums	is	that	staging	is	often	so	spectacular	in	large	city	museums,	that	regional	museums	do	not	have	the	means	to	accommodate	fashion	in	a	similar	way.	This	also	presents	an	opportunity	for	smaller	museums,	as	they	have	opportunity	to	present	and	facilitate	other	conversations	about	fashion,	so	can	talk	about	fashion	in	other	ways,	or	use	more	traditional	modes	of	social	and	local	history	research	and	exhibiting.	Unfortunately,	their	ability	to	do	so	is	likely	compromised	by	the	substantial	cost	of	mounting	fashion	exhibitions,	and	the	complex	technologies	of	display.	In	Australia,	competitive	federal	funding	from	the	Ministry	for	the	Arts,	Visions	Regional	Touring	Fund,	has	enabled	fashion	exhibitions,	such	as	The	Art	of	Wool	(2015)	and	Faith,	Fashion,	Fusion,	to	tour	regional	museums.	In	New	Zealand,	no	similar	fund	exists	but	touring	by	NZFM	has	worked	to	bridge	this	gap	to	a	significant	extent,	by	providing	access	to	fashion	exhibitions,	through	both	regional	museums	and	the	use	of	alternate	venues,	such	as	retail	stores	and	shop	windows.	It	is	the	resource	capacity	and	close	networks	between	major	museums	and	fashion	industry	participants	that	can	underwrite	and	produce	the	most	impactful	city	and	incoming	international	touring	exhibitions,	and	these	are	not	always	easy	for	smaller	museums	to	access.		
Knowledge	of	exhibition	histories	and	emergent	practices	There	is	a	significant	gap	in	knowledge	of	Australasian	exhibition	histories,	with	only	very	brief	published	lists,	typically	of	fewer	than	twenty	major	or	recent	fashion	exhibitions.	A	comprehensive	database	is	overdue.	Histories	of	exhibiting	can	aid	understanding	of	broader	museum	and	fashion	histories,	including	the	uptake	of	both	museological	and	fashion	theories,	through	museum	practice.		It	is	notable	that	since	the	rise	of	new	museology,	museological	theory	has	shifted	through	1990s	interests	in	governmentality	and	representation,	to	a	
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focus	on	multimedia,	dialogic	and	participatory	practices.	While	in	part	this	is	often	reduced	to	a	‘post-it	note’	approach	to	museum	engagement,	where	visitors	are	asked	to	add	their	own	input	to	exhibition	experiences	through	short	notes	and	comments,	emergent	questions	about	museum	relevance	also	suggest	an	ongoing	need	for	reflexive	practice.	While	this	research	project	included	a	range	of	museums,	an	opportunity	for	future	research	would	be	comparative	study	between	museums	of	different	size	and	focus,	to	evaluate	how	this	impacts	museum	fashion	practice.		
Summary:	museums	as	fashion	agencies		There	is	a	tension	that	exists	between	the	fashion	that	people	have	in	their	own	lives	and	what	they	see	and	experience	in	museums.	Garments	from	top	Australasian	fashion	designers	regularly	featured	in	museums,	such	as	Karen	
Walker,	NOM*d	or	Toni	Matičevski,	are	typically	expensive	and	elusive	fashion	garments,	and	for	many,	seeing	these	and	international	designs	are	aspirational	experiences.	Even	as	fashion	designers	increasingly	turn	to	sustainable	and	ethical	business	practices,	there	is	a	sense	of	fantasy,	not	only	about	designs	available	to	few,	but	as	has	been	raised	by	numerous	fashion	industry	academics	and	commentators,	about	the	economic	and	social	realities	of	the	Australasian	fashion	industries	for	all	participants.	In	both	Australia	and	New	Zealand,	the	fashion	industry	has	been	and	remains	a	challenging	industry	for	participants	at	all	levels,	for	practitioners,	due	to	manufacturing,	economic	and	business	insecurity,	and	for	wearers,	due	to	body	image,	ageing,	access,	conformity	and	ideals.	Most	garments	worn	by	people	in	both	countries	are	made	offshore,	and	are	designed	and	made	with	much	less	well-developed	and	attuned	design	realisation	and	expression,	than	the	designer	garments	that	feature	in	museums.	Copies	and	multiples	are	prevalent.	The	fashion	industry	and	the	events	it	promotes,	such	as	fashion	weeks,	are	regularly	queried	critically	on	issues	around	body	image,	and	representation	of	ideals,	diversity	and	inclusivity.	Museum	fashion	exhibitions	typically	gloss,	omit	or	avoid	these	concerns,	and	there	are	rare	opportunities	for	visitors	to	be	actively	engaged	as	empowered	and	embodied	individuals,	able	to	evaluate	or	determine	the	impact	of	these	representative	politics.		
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	While,	as	visitor	numbers	attest,	fashion	clearly	matters	to	those	who	visit	and	evidently	enjoy	fashion	exhibitions,	the	glossing	of	the	fashion	industry’s	complexity	and	uncertainty,	is	not	dissimilar	to	the	civilising	governmentalities	of	nineteenth	century	museums,	where	individuals	were	educated	about	and	placed	in	uncomplicating,	coherent	narratives	of	industry	and	development,	often	prompted	by	political	imperatives,	and	where	the	realities	of	source	communities	(today,	garment	manufacturers,	fashion	designers	and	fashion	industry	participants)	and	end	users	were	omitted.	It	is	a	potential	agency	of	museums,	and	imperative	upon	them,	to	move	beyond	such	simplification,	as	without	doing	so,	they	become	agencies	of	fashion.			
Overcoming	research	project	limits	through	Actor-Network	Theory	While	many	findings	of	this	research	project	work	across	a	range	of	sites,	museums	are	not	all	the	same,	they	have	different	resources,	remits,	focus,	objectives	and	aims.	Their	spaces,	networks,	confidence	and	agency	differ.	This	presents	a	limit	for	a	research	project	that	must	assemble	generalisations	through	a	diversity	of	case	studies.	The	primary	case	study	in	this	research	project,	the	exhibition	Frock	Stars,	was	a	substantial	exhibition,	working	across	and	through	a	wide	range	of	fashion	spaces,	networks,	translations	and	fashion	media;	yet	in	essence	all	museums	have	similar	fundamental	objectives,	to	connect	people	with	things,	in	this	case	fashion,	and	to	add	narrative,	context,	and	interpretation.	Added	to	this	is	that	without	visitors,	museums	are	not	needed,	and	could	easily	serve	just	the	purpose	of	collections	research,	conservation	and	storage.	To	bring	this	diversity	together,	ANT	that	has	helped	draw	out	thematics,	tensions	and	generalisations	about	fashion	in	a	diversity	of	Australasian	museums.		ANT	has	been	a	useful	methodology.	The	concept	of	assemblages	has	revealed	the	complexity	of	museum	materialities	and	practices;	the	concept	of	networks	has	revealed	the	heterogeneous	nature	of	museum	work	and	the	myriad	relationships	necessary	to	realise	the	assemblage	of	fashion	knowledges	and	material	identities	in	museums.	Understanding	museums	as	fashion	spaces	has	
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been	a	useful	means	to	provide	comparison	with	other	fashion	spaces,	and	an	important	means	to	place	global	contexts	in	local	settings,	and	conversely,	to	place	the	local	into	global	contexts.	The	concept	of	translation	has	revealed	that	there	are	no	fundamental	truths	in	fashion,	and	that	how	fashion	is	read	and	presented	is	an	effect	of	multiple	exchanges	and	negotiations,	each	interpreted	in	different	settings.	Read	as	boundary	objects,	fashion	garments	have	capacity	to	enable	these	multiple	readings	and	meanings	for	different	museum	fashion	participants.	Reading	museums	as	a	form	of	fashion	media,	has	revealed	the	experiential,	layered	and	filtered	ways	in	which	fashion	is	present	in	museums,	and	the	limits	and	opportunities	of	museum	research,	presentation	and	dialogue.			
Reassembling	fashion	in	museums	In	order	to	conclude	this	research	project,	this	thesis	returns	to	Bruno	Latour’s	(2007)	call	to	‘reassemble	the	social’,	by	seeking	to	reassemble	fashion	in	Australasian	museums.	Latour	provides	a	number	of	tools	to	reassemble	a	research	project	dependent	on	ANT	for	enquiry.	Primary	among	them	is	the	topographic	analogy	to	maintain	a	‘flattened	landscape’,	which	Latour	proposes,	to	suggest	equivalence	between	local	and	contextual	(or	global)	elements	in	the	site	of	study	(pp.	165-190).	Latour	specifies	that	clamps	should	be	identified	to	show	where	structural	effects	are	produced	and	how	actors	frame	their	activities	into	wider	contexts	or	scales.	He	describes	a	number	of	clamps	that	help	reposition	and	evaluate	the	site	of	action.	The	first	clamp	that	Latour	proposes,	is	to	consider	where	in	sites	structural	effects	are	being	produced.	In	this	thesis,	these	effects	have	been	shown	in	sites	both	within	museums,	and	through	the	networks	that	museums	are	actively	engaged	with,	such	as	through	the	fashion	designers,	fashion	media,	fashion	industry	and	fashion	participants,	garments,	fashion	promotions	and	so	forth,	all	coalescing	to	bring	together	an	ideal	interpretation	and	presentation	of	fashion	in	museums,	through	museum	materialities	and	practices.	Through	this,	what	has	also	been	revealed	are	the	absences,	such	as	the	personal	nature	of	fashion	knowledges	and	material	identities,	for	visitors.			
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Attention	to	the	presentation	of	fashion	ideals	connects	to	another	clamp,	which	Latour	(2007,	pp.	183-190)	calls	panaromas.	Panoramas	offer	coherence	and	an	ideal	picture,	so	“staging	the	totality”	(p.	188)	of	the	phenomenon	investigated.	The	clamp	of	panoramas	outlines	a	common	approach	to	fashion	exhibitions,	which	present	an	uncomplicated	and	coherent,	visual,	sensual	and	knowledge-based	version	of	fashion,	such	as	through	an	overview	of	the	fashion	industry	or	a	designer’s	practice,	a	sensory	space,	a	consistent	view	of	beauty	or	technical	achievement,	or	so	forth,	and	where	no	contradictory	statements	are	evident.	In	fashion	exhibitions	there	are	no	pinpricked	fingers	when	making	a	couture	garment,	no	inequitable	employment	practices	for	garments	made	by	low	wage	contractors,	no	uncertain	retail	outcomes,	or	inaccessible	garments.	While,	a	beautiful	fantasy,	as	Latour	describes,	panoramas:			 Design	a	picture	which	has	no	gap	in	it,	giving	the	spectator	the	powerful	impression	of	being	fully	immersed	in	the	real	world	without	any	artificial	mediations	or	costly	flows	of	information	leading	from	or	to	the	outside	(p.	188).		While	Latour	was	describing	sites	such	as	command	and	control	rooms	or	stock	market	exchanges,	when	applied	to	the	experience	and	expectations	of	fashion	exhibitions,	Latour’s	concept	of	panoramas	also	effectively	describes	what	has	been	found	and	demonstrated	of	museum	fashion	practice,	throughout	this	research	project	and	thesis.	Such	panoramic	assemblages	“allow	spectators,	listeners,	and	readers	to	be	equipped	with	a	desire	for	wholeness	and	centrality”	(p.	189).	Artificial	mediations	could	be	anything	that	disrupts	the	panoramic,	consistent	flow	of	information,	and	for	fashion	industry	participants,	particularly,	a	costly	flow	of	information	would	be	any	response	or	addition	that	disrupted	an	idealised,	secure	or	settled	portrayal	of	fashion	aspiration	or	perfection.	This	panoramic	approach	helps	frame	museum	fashion	practice.		Latour	(2007)	also	asks	how	the	local	is	being	generated,	as	everything	in	a	site	is	due	to	prior	interactions.	This	“traceability”	(p.	193)	is	“never	clearer	than	in	the	role	of	material	objects”	(p.	194).	An	assemblage	is	thus	the	local	interaction	of	all	other	interactions	from	elsewhere	in	space	and	time,	brought	together.	Sourced	from	multiple	prior	interactions	and	sites,	these	are	the	materialities	
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and	practices	that	become	museum	materialities	and	practices,	through	exhibitions.		Another	clamp	for	Latour	(2007)	is	the	ability	to	identify	the	“vehicles	that	transport	individuality,	subjectivity,	personhood,	and	interiority”	(p.	207).	This	offers	a	means	to	identify	the	specificities	of	fashion	knowledges	and	material	identities,	through	the	work,	participation	or	“calculations”	(p.	207)	of	individual	curators,	exhibition	teams,	non-human	actors	and	visitors,	brought	together,	through	museum	practices.	These	are	also	the	sources	of	knowledge	that	enable	individuals	to	bring	forward	understanding	into	the	site	of	action,	and	which	remind	that	“nothing	is	inside	which	has	not	come	from	outside”	(p.	213).	In	this,	all	individuals	and	objects	connected	to	the	site	take	on	a	star-shaped	network	connected	to	a	multitude	of	other	sites,	as	sources	of	fashion	knowledges	and	of	the	meaning-making	that	shapes	material	identities.	What	is	notably	revealed	by	ANT,	is	that	the	more	attachments	an	actor	has,	the	more	it	exists	(p.	217).	This	multiplicity	helps	to	explain	the	importance	of	museums	to	the	fashion	industry,	through	their	ability	to	bring	together	large	numbers	of	visitors.	Conversely,	it	demonstrates	the	attraction	for	museums	in	exhibiting	(and	collecting)	fashion,	through	the	ability	of	fashion	designers,	fashion	brands,	fashion	media,	and	so	forth,	to	connect	museums	with	fashion	networks,	and	potentially,	quite	different	audiences,	industry	access,	resources,	garments	and	other	exhibition	elements.			While	Latour	(2007)	asks	that	an	ANT	approach	to	research	does	not	pay	heed	to	grand	theories	as	explanation	for	what	is	seen	and	observed,	he	does	not	limit	the	potential	for	other	clamps.	He	notes	that	“especially	important	is	that	which	allows	actors	to	interpret	the	setting	in	which	they	are	located”	(p.	205).	If	visitors	are	included	as	fundamental	actors	in	the	setting	of	fashion	exhibitions,	then	the	fashion	knowledges	and	material	identities	that	they	represent	and	bring	to	this	newly	flattened	context,	are	equally	valid	to	the	assemblage	of	fashion	in	museums.	After	all,	without	visitors,	there	would	be	limited	purpose	for	fashion	exhibiting.			
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Here,	I	propose	two	further	clamps,	to	be	considered	in	museum	fashion	practice.	One	is	people,	the	museum	visitors	whose	support	and	engagement	ensures	that	museums	retain	their	primary	purpose.	The	second,	is	a	museological	theory	that	draws	on	ANT	–	an	uncertain	framework,	but	a	means	of	enquiry	and	reflexivity	that,	in	Latour’s	(2007)	terms,	can	help	hold	in	place	and	retain	the	“flatland”	(p.	238)	of	fashion	in	museums	and	museum	fashion	practice.	It	can	enable	“a	movement	of	new	associations”	(p.	238),	between	museum	practitioners,	fashion	participants,	visitors	and	non-human	actors,	cognisant	of	the	politics	and	poetics	of	representation	through	knowledge	and	meaning,	and	of	how	fashion	is	assembled	in	museums.	Yet	also	present	in	recognition	of	the	fashion	knowledges	and	material	identities	entangled,	to	make	use	of	museum	materialities	and	practices	to	their	fullest	capacity.	In	this	way,	through	museum	materialities	and	practices	we	can	reassemble	the	richness	and	diversity	of	fashion	knowledges	and	material	identities,	through	fashion	in	Australasian	museums.				
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Exhibitions	Referenced	in	Text	
	Note:		 Curators	are	listed	where	identified	in	source	material.		1900:	 Pavilion	de	la	Mode,	Exposition	Universelle,	Paris,	15	April	–	12	November	1900.		1901:		Fashion	chronology	[unknown	title],	Women’s	Court,	Victorian	Gold	Jubilee	Exhibition,	Bendigo	VIC,	13	November	1901	–	14	May	1902.		1913:	 Fashion	chronology	and	current	fashions,	Harrods	department	store,	London,	unknown	dates.				1922:	 150	Years	of	Fashion,	George	Street	windows,	David	Jones,	Sydney,	May	1922.			1931:	 Fashion	chronology	[unknown	title],	Art,	Antique	and	Historical	Exhibition,	City	Hall,	Hobart,	28	August	–	5	September	1931.		1934:	 Fashion	chronology	[unknown	title],	Art	Gallery	of	Western	Australia,	Perth,	dates	unknown.			1936:	 Fashion	chronology	[unknown	title],	TMAG,	Hobart,	c.1936	–	unknown.			1940:	 A	Designer’s	Exhibition	of	Costume	and	Millinery,	The	Costume	Institute,	MMOA,	New	York,	15	October	–	9	November	1940.		1942:	 Renaissance	in	Fashion,	The	Costume	Institute,	MMOA,	New	York,	22	April	–	30	June	1942.			1942:	 Fashion	chronology	[unknown	title],	Fitzgerald’s	department	store,	Hobart,	August	1942.			1946:	 Britain	Can	Make	It,	V&A,	London,	24	September	–	31	October	1946.		1947:	 Woman	of	Fashion:	1947,	David	Jones	Art	Gallery,	Sydney.		1952:	 150	Years	of	Fashion,	David	Jones	Art	Gallery,	Sydney,	4	August	–	unknown	1952.		1968:	 The	Art	of	Fashion,	MMOA,	New	York,	23	October	1967	–	1	January	1968.		1980:	 Project	33:	Art	Clothes,	AGNSW,	Sydney,	20	December	1980	–	1	February	1981.	Curator:	Jane	de	Teliga.		1981:	 Fabulous	Fashion	1907-1967,	NGV,	Melbourne,	27	May	–	5	July	1981;	AGNSW,	Sydney,	14	August	–	27	September	1981.		
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Tongarewa,	22,	125-147.	Retrieved	from	http://collections.tepapa.govt.nz/Theme.aspx?irn=3088	Hathaway,	J.	(2016,	9	March).	An	inimitable	personal	style,	Otago	Daily	Times.	Retrieved	from	https://www.odt.co.nz/lifestyle/fashion/inimitable-personal-style	Hauge,	A.,	Malmberg,	A.,	&	Power,	D.	(2009).	The	spaces	and	places	of	Swedish	fashion.	European	Planning	Studies,	17(4),	529-547.		Hawtin,	F.	(2010).	Dynasty,	Gloss,	taffeta	and	the	telly.	NZ	Fashion	On	Screen.	Retrieved	from	https://www.nzonscreen.com/collection/nz-fashion-on-screen/background	Healy,	R.	(1987).	The	new	dressing:	Japanese	fashion	in	the	80s.	Canberra:	National	Gallery	of	Australia.	Healy,	R.	(2007).	Making	noise:	contemporary	Australian	fashion	design.	In	B.	Parkes	(Ed.),	Freestyle:	new	Australian	design	for	living	(pp.	30-36).	Sydney:	Object	Australian	Centre	for	Craft	and	Design.	Healy,	R.	(2009).	Striptease:	an	investigation	of	curatorial	practices	for	fashion	in	
the	museum.	Unpublished	Doctor	of	Philosophy	exegesis,	RMIT	University,	Melbourne.				Healy,	R.	(2010).	Global	positioning	of	Australian	fashion.	In	J.	B.	Eicher	(Ed.),	
Berg	encyclopedia	of	world	dress	and	fashion	(Vol.	7:	Australia,	New	Zealand,	and	the	Pacific	Islands,	pp.	174-177).	Oxford:	Berg.	Healy,	R.	(2011).	The	grand	fashion	narrative	in	the	Australian	museum:	curating	
the	luxury	design	house	retrospective.	Paper	presented	at	the	Fashion	and	Luxury:	Between	Heritage	and	Innovation,	International	Foundation	of	Fashion	Technology	Institutes	Conference,	Paris,	11-14	April	2011.	Retrieved	from	http://www.iffti.com/downloads/past_conferences/IFFTI%20ABSTRACTS%20BROCHURE%202011.pdf			Healy,	R.	(2018).	Unfamiliar	places,	local	voices:	four	emerging	curatorial	narratives	in	Australia	(2010-2016).	In	A.	Vänskä	&	H.	Clark	(Eds.),	
Fashion	curating:	critical	practice	in	the	museum	and	beyond	(pp.	57-72).	London:	Bloomsbury.	
 308 
Heart	of	the	Nation	Project	Team.	(2000).	The	heart	of	the	nation:	a	cultural	strategy	for	Aotearoa	New	Zealand,	for	the	Prime	Minister	and	Minister	of	Arts,	Culture	and	Heritage	by	the	Heart	of	the	Nation	Strategic	Working	Group.	Wellington:	McDermott	Miller.	Heath,	M.	(2013,	6	February).	Australian	retail	sales	fall	in	longest	decline	for	13	years,	Bloomburg.	Retrieved	from	http://www.bloomberg.com/news/2013-02-06/australia-s-retail-sales-fall-in-longest-decline-for-13-years.html	Hebdige,	D.	(1979).	Subculture:	the	meaning	of	style.	London:	Routledge.	Henare,	A.	(2005).	Museums,	anthropology	and	imperial	exchange.	Cambridge:	Cambridge	University	Press.	Henning,	M.	(2007).	Museums,	media	and	cultural	theory.	Berkshire,	UK:	Open	University	Press.	Henning,	M.	(2015).	Museum	media.	In	M.	Henning	(Ed.),	The	international	
handbook	of	museum	studies	(Vol.	3:	Museum	media,	pp.	xxxv-lx).	Chichester,	UK:	John	Wiley	&	Sons.	Hetherington,	K.	(1997).	Museum	topology	and	the	will	to	connect.	Journal	of	
Material	Culture,	2(2),	199-218.		Hetherington,	K.	(2008).	Capitalism's	eye:	cultural	spaces	of	the	commodity.	New	York:	Routledge.	Hicks,	D.,	&	Beaudry,	M.	C.	(Eds.).	(2010).	The	Oxford	handbook	of	material	
culture	studies.	Oxford:	Oxford	University	Press.	Hill,	K.	(2001).	Roughs	of	both	sexes:	the	working	class	in	Victorian	museums	and	art	galleries.	In	S.	Gunn	&	R.	J.	Morris	(Eds.),	Identities	in	space:	
contested	terrains	in	the	Western	city	since	1850	(pp.	190-203).	Aldershot,	UK:	Ashgate.	Hill,	K.	(2005).	Culture	and	class	in	English	public	museums,	1850-1914.	Burlington,	UK:	Ashgate.	Hill,	K.	(2016).	Women	and	museums	1850-1914:	modernity	and	the	gendering	of	
knowledge.	Manchester:	Manchester	University	Press.	Hill,	M.	(2011).	Reviews	(history	in	other	media):	New	Zealand	in	Vogue.	New	
Zealand	Journal	of	History,	45(2),	274-275.		Hines,	T.,	&	Bruce,	M.	(Eds.).	(2007).	Fashion	marketing:	contemporary	issues.	Oxford:	Butterworth-Heinemann.	Historical	exhibition:	interest	maintained,	visitors	return,	women’s	work	section.	(1931,	1	September).	The	Mercury,	p.	7.		
 309 
Hjemdahl,	A.-S.	(2014).	Exhibiting	the	body,	dress	and	time	in	museums:	a	historical	perspective.	In	M.	R.	Melchior	&	B.	Svenson	(Eds.),	Fashion	and	
museums:	theory	and	practice	(pp.	108-124).	London:	Bloomsbury.	Hjemdahl,	A.-S.	(2016).	Fashion	time:	enacting	fashion	as	cultural	heritage	and	as	an	industry	at	the	Museum	of	Decorative	Arts	and	Design	in	Oslo.	
Fashion	Practice:	The	Journal	of	Design,	Creative	Process	&	the	Fashion	
Industry,	8(1),	98-116.		Hodder,	I.	(Ed.).	(1989).	The	meanings	of	things:	material	culture	and	symbolic	
expression.	London:	Unwin	Hyman.	Holland,	C.,	&	Ward,	R.	(2012).	On	going	grey.	In	V.	Ylänne	(Ed.),	Representing	
ageing:	images	and	identities	(pp.	115-131).	New	York:	Palgrave	Macmillan.	Holmstrom,	A.	J.	(2010).	The	effects	of	the	media	on	body	image:	a	meta-analysis.	Journal	of	Broadcasting	and	Electronic	Media,	48(2),	196-217.		Hooper-Greenhill,	E.	(1992).	Museums	and	the	shaping	of	knowledge.	London:	Routledge.	Hooper-Greenhill,	E.	(1995).	Museum,	media,	message.	London:	Routledge.	Horsley,	J.	(2014a).	An	incomplete	inventory	of	fashion	exhibitions	since	1971.	In	J.	Clark	&	A.	de	la	Haye	(Eds.),	Exhibiting	fashion:	before	and	after	1971	(pp.	169-245).	London:	Yale	University	Press.	Horsley,	J.	(2014b).	Autobiography	as	a	proposed	approach	to	a	fashion	exhibition.	In	M.	R.	Melchior	&	B.	Svenson	(Eds.),	Fashion	and	museums:	
theory	and	practice	(pp.	185-201).	London:	Bloomsbury.	Horsley,	J.	(2014c).	Re-presenting	the	body	in	fashion	exhibitions.	International	
Journal	of	Fashion	Studies,	1(1),	75-96.		Horsley,	J.	(2017).	The	absent	shadow:	reflections	on	the	incidence	of	menswear	in	recent	fashion	exhibitions.	Critical	Studies	in	Men's	Fashion,	4(1),	11-29.		Hoskins,	J.	(2006).	Agency,	biography	and	objects.	In	C.	Tilley,	W.	Keane,	S.	Kuchler,	M.	Rowlands	&	P.	Spyer	(Eds.),	Handbook	of	material	culture.	London:	Sage.	Hoyer,	M.	(2000,	14	May).	Fashion	week	a	mixed	bag:	the	verdict,	Sunday	
Telegraph,	p.	138.		Hulsbosch,	M.	(2006).	Fashionable	studies:	a	method	for	analysing	dress	and	adornment.	Journal	of	the	Home	Economics	Institute	of	Australia	13,	2-9.		Hume,	M.	(2000,	19	May).	The	only	verdict,	The	Australian,	pp.	F06-F07.		
 310 
Hume,	M.	(2007,	23	September).	Karen	Walker:	rebel	rebel,	they	love	her	dress,	
The	Australian	Financial	Review	Magazine,	pp.	46-51.		Huntington,	P.	(2009,	15	February).	Karen	Walker's	pearl	protocol,	Frockwriter.	Retrieved	from	http://frockwriter.com/2009/02/karen-walker-s-pearl-protocol	Hussein,	S.	(2012).	Contemporary	Muslim	women's	identity.	In	G.	Jones	(Ed.),	
Faith,	fashion,	fusion:	Muslim	women's	style	in	Australia	(pp.	11-14).	Sydney:	Powerhouse	Publishing.	Hutchinson,	M.	(2011).	The	social	life	of	a	denim	jacket.	Journal	of	Australian	
Studies,	35(4),	475-493.		Huyssen,	A.	(1995).	Twilight	memories:	marking	time	in	a	culture	of	amnesia.	New	York:	Routledge.	Iarocci,	L.	(2009).	Dressing	rooms:	women,	fashion,	and	the	department	store.	In	J.	Potvin	(Ed.),	The	places	and	spaces	of	fashion:	1800-2007	(pp.	169-187).	London:	Routledge.	iD	Dunedin	Fashion	Week.	(2013).	Latest	news:	successful	designer	sale	marks	the	beginning	of	iD	Dunedin	Fashion	Week.	Retrieved	from	iD	Dunedin	Fashion	Week	website:	http://www.idfashion.co.nz/newsdetails.php?newsnum=46	iD	Dunedin	Fashion	Week.	(2018).	An	annual	affair:	the	iD	experience.	Retrieved	from	iD	Dunedin	Fashion	Week	website:	https://www.idfashion.co.nz	Idacavage,	S.	(2014).	Make	it	big.	Do	it	right.	Give	it	class:	the	curatorial	legacy	of	Diana	Vreeland’s	exhibition	of	‘Romantic	and	Glamorous	Hollywood	Design’.	Fashion,	Style	and	Popular	Culture,	2(1),	29-44.		IMG.	(2013).	Categories:	fashion.	IMG	Worldwide.		Retrieved	5	November	2013,	from	http://img.com/services/categories/fashion.aspx	Improving	Tasmanian	Museum:	Dr.	Joseph	Pearson’s	activities	in	London.	(1938,	25	February).	The	Mercury,	p.	9.		Inchley,	N.,	&	Gray,	M.	(2009).	A	true	romance.	Vogue	Australia,	142-148.	Retrieved	from	http://romancewasborn.com/press	Ingram,	S.,	&	Sark,	K.	(2011).	Berliner	chic:	a	locational	history	of	Berlin	fashion.	Bristol,	UK:	Intellect.	Innis,	H.	A.	(1995	[1951]).	The	bias	of	communication	(2nd	ed.).	Toronto:	University	of	Toronto	Press.	Institute	for	Culture	and	Society.	(2012).	Museum,	field,	metropolis,	colony:	practices	of	social	governance.		Retrieved	19	August	2012,	from	
 311 
http://www.uws.edu.au/ics/research/projects/museum_field_metropolis_colony#background	International	Council	of	Museums	Costume	Committee.	(1981).	Vocabulary	of	
basic	terms	for	cataloguing	costume.	Retrieved	from	http://terminology.collectionstrust.org.uk/ICOM-costume/	Jackson,	L.	(1987).	Linda	Jackson:	the	art	of	fashion.	Sydney:	Fontana.	Jarvis,	A.	(2009).	Reflections	on	the	development	of	the	study	of	dress	history	and	of	costume	curatorship:	a	case	study	of	Anne	Buck	OBE.	Costume:	
The	Journal	of	the	Costume	Society,	43,	127-137.		Jarvis,	A.	(2010).	Kitted	out	for	Australia:	dress	and	chattels	for	British	emigrants,	1840–70.	Costume:	The	Journal	of	the	Costume	Society,	44(1),	81-88.		Jay,	P.	(2016).	Fashion	India.	New	York:	Thames	&	Hudson.	Jenkins,	H.	(2006).	Fans,	bloggers,	and	gamers:	exploring	participatory	culture.	New	York:	New	York	University	Press.	Jenkins,	R.	(2008).	Social	identity	(3rd	ed.).	Abingdon,	UK:	Routledge.	Jents,	B.	(1993).	Little	ol'	Beryl	from	Bondi.	Sydney:	Macmillan.	Jimenez,	K.	(2013,	25-26	May).	How	the	Lisa	Ho	fashion	empire	buckled	after	30	years,	The	Weekend	Australian,	p.	30.		Jobling,	P.	(2006).	Fashion	spreads:	word	and	image	in	fashion	photography	since	
1980.	Oxford:	Berg.	Jobling,	P.	(2014).	Advertising	menswear:	masculinity	and	fashion	in	the	British	
media	since	1945.	London:	Bloomsbury.	Jocic,	L.	(2010).	Resources	for	the	study	of	European	dress	and	fashion	in	New	Zealand.	In	M.	Maynard	(Ed.),	Berg	encyclopedia	of	world	dress	and	
fashion	(Vol.	7:	Australia,	New	Zealand,	and	the	Pacific	Islands,	pp.	281-287).	Oxford:	Berg.	Jocic,	L.	(2012).	Precocious	style:	the	Fashion	Design	Council,	1983–93.	Art	
Journal	of	the	National	Gallery	of	Victoria	(51).	Retrieved	from	https://www.ngv.vic.gov.au/essay/precocious-style-the-fashion-design-council-1983-93/	Johnson,	K.	K.	P.,	Torntore,	S.	J.,	&	Eicher,	J.	B.	(Eds.).	(2003).	Fashion	
foundations:	early	writings	on	fashion	and	dress.	Oxford:	Berg.	Jones,	G.	(2010).	Subcultural	and	alternative	dress	in	Australia.	In	M.	Maynard	(Ed.),	Berg	encyclopedia	of	world	dress	and	fashion	(Vol.	7:	Australia,	New	Zealand,	and	the	Pacific	Islands,	pp.	216-223).	Oxford:	Berg.	
 312 
Jones,	G.	(2012).	Introduction	by	curator	Glynis	Jones.	Faith,	fashion,	fusion:	
Muslim	women’s	style	in	Australia.		Retrieved	24	June	2012,	from	http://www.powerhousemuseum.com/faithfashion/curators-introduction/	Jones,	J.	(2015,	2	June).	Prada	and	Louis	Vuitton	are	the	new	patrons	of	art	–	shame	they're	so	boring,	The	Guardian.	Retrieved	from	http://www.theguardian.com/artanddesign/jonathanjonesblog/2015/jun/01/prada-louis-vuitton-new-patrons-of-art-shame-theyre-so-boring	Jones,	S.	E.	(2005).	Why	women's	clothing?	A	critical	history	of	clothing	
collections:	a	case	study.	Unpublished	Master	of	Arts	dissertation,	University	of	Florida,	Gainesville.				Jones,	T.,	&	Rushton,	S.	(Eds.).	(2008).	Fashion	now	2.	Cologne:	Taschen.	Joseph,	M.	(2016).	NGV	news:	major	acquisition	of	highly-prized	fashion	collection	[media	release].	Retrieved	from	National	Gallery	of	Victoria	website:	https://www.ngv.vic.gov.au/wp-content/uploads/2016/02/MR-Krystyna-Campbell-Pretty-announcement-FINAL.pdf	Joy,	A.,	&	Sherry	Jr.,	J.	F.	(2003).	Speaking	of	art	as	embodied	imagination:	a	multisensory	approach	to	understanding	aesthetic	experience.	Journal	of	
Consumer	Research,	30(2),	259-282.		Joy,	A.,	Wang,	J.	J.,	Chan,	T.-S.,	Sherry	Jr.,	J.	F.,	&	Cui,	G.	(2014).	M(art)	worlds:	consumer	perceptions	of	how	luxury	brand	stores	become	art	institutions.	Journal	of	Retailing,	90(3),	347-364.		Jukic,	C.,	&	Leek,	G.	(2015,	31	March).	Australian	Fashion	Week	flashback:	Karen	Walker,	Elle	Australia.	Retrieved	from	http://www.elle.com.au/news/fashion-news/2015/3/australian-fashion-week-flashback-karen-walker/		Kaiser,	S.	B.	(1997).	The	social	psychology	of	clothing:	symbolic	appearances	in	
context	(2nd	ed.).	New	York:	Fairchild.	Kaiser,	S.	B.	(2013).	Fashion	and	cultural	studies.	London:	Bloomsbury.	Kaiser,	S.	B.,	&	Chandler,	J.	L.	(1985).	Older	consumers’	use	of	media	for	fashion	information.	Journal	of	Broadcasting	and	Electronic	Media,	29(2),	201-207.		Kaplan,	F.	E.	S.	(Ed.).	(1994).	Museums	and	the	making	of	'ourselves':	the	role	of	
objects	in	national	identity.	London:	Leicester	University	Press.	Karen	Walker	Ltd.	(2016).	About	Karen	Walker.	Retrieved	23	July	2016,	from	Karen	Walker	website:	https://www.karenwalker.com/about-us			
 313 
Karen	Walker	Ltd.	(2018a).	About	Karen	Walker.	Retrieved	17	February	2018,	from	Karen	Walker	website:	https://www.karenwalker.com/about-us			Karen	Walker	Ltd.	(2018b).	As	said	by.	Retrieved	from	Karen	Walker	website:	https://www.karenwalker.com/as-said-by	Karen	Walker	Ltd.	(2018c).	As	seen	in.	Retrieved	from	Karen	Walker	website:	https://www.karenwalker.com/as-seen-in	Karen	Walker	Ltd.	(2018d).	Karen	Walker:	Etiquette	Resort	2000/Summer	2000.	Retrieved	from	Karen	Walker	website:	http://archive.karenwalker.com/collections/etiquette.html	Karluk,	L.	(2010).	Frock	stars@Powerhouse	Museum.	Retrieved	from	Julapy	website:	http://www.julapy.com/blog/2010/08/04/frock-stars-powerhouse-museum/	Katz,	J.	E.,	LaBar,	W.,	&	Lynch,	E.	(Eds.).	(2010).	Creativity	and	technology:	social	
media,	mobiles	and	museums.	Edinburgh:	MuseumsEtc.	Katz,	S.,	&	Marshall,	B.	(2003).	New	sex	for	old:	lifestyle,	consumerism,	and	the	ethics	of	ageing	well.	Journal	of	Aging	Studies,	17(1),	3-16.		Kavanagh,	G.	(1998).	Buttons,	belisha	beacons	and	bullets:	city	histories	in	museums.	In	G.	Kavanagh	&	E.	Frostick	(Eds.),	Making	city	histories	in	
museums	(pp.	1-18).	London:	Leicester	University	Press.	Kavanagh,	G.	(2000).	Dream	spaces:	memory	and	the	museum.	London:	Leicester	University	Press.	Kavanagh,	G.	(Ed.).	(1996).	Making	histories	in	museums.	London:	Leicester	University	Press.	Kavka,	M.	(2006).	Misery:	art	and	fashion.	In	M.	Kavka,	J.	Lawn	&	M.	Paul	(Eds.),	
Gothic	NZ:	the	darker	side	of	Kiwi	culture	(pp.	134-138).	Dunedin:	Otago	University	Press.	Kawamura,	Y.	(2005).	Fashion-ology:	an	introduction	to	fashion	studies.	Oxford:	Berg.	Kawamura,	Y.	(2011).	Doing	research	in	fashion	and	dress:	an	introduction	to	
qualitative	methods.	Oxford:	Berg.	Kee,	J.	(1988).	Jenny	Kee	winter	knits.	Brookvale,	NSW:	Simon	&	Schuster	Australia.	Kéfi,	H.,	&	Pallud,	J.	(2011).	The	role	of	technologies	in	cultural	mediation	in	museums:	an	Actor-Network	Theory	view	applied	in	France.	Museum	
Management	and	Curatorship,	26(11),	273-289.		
 314 
Kelley,	V.	(2009).	The	interpretation	of	surface:	boundaries,	systems	and	their	transgressions	in	clothing	and	domestic	textiles,	c.1880-1939.	Textile,	
7(2),	216-235.		Kennedy,	K.	(2009).	What	size	am	I?	Decoding	women's	clothing	standards.	
Fashion	Theory:	The	Journal	of	Dress,	Body	and	Culture,	13(4),	511-530.		Khan,	N.	(2018).	Intervening	fashion:	A	case	for	feminist	approaches	to	fashion	curation.	In	A.	Vänskä	&	H.	Clark	(Eds.),	Fashion	curating:	critical	practice	
in	the	museum	and	beyond	(pp.	151-166).	London:	Bloomsbury.	Kidd,	J.	(2016).	Museums	in	the	new	mediascape:	transmedia,	participation,	
ethics.	Oxon,	UK:	Routledge.	Kim,	S.	B.	(1998).	Is	Fashion	Art?	Fashion	Theory:	The	Journal	of	Dress,	Body	and	
Culture,	2(1),	51-71.		Kimura,	T.	(2015).	A	discourse	of	Japanese	fashion	‘discovered’?	Australian	and	
New	Zealand	Journal	of	Art,	15(1),	130-132.		Knell,	S.	(Ed.).	(2007).	Museums	in	the	material	world.	London:	Routledge.	Knell,	S.,	MacLeod,	S.,	&	Watson,	S.	(Eds.).	(2007).	Museum	revolutions:	how	
museums	change	and	are	changed.	Abingdon,	UK:	Routledge.	Knol,	S.	(1999,	21	September).	Come	to	the	four,	Lucire.	Retrieved	from	http://lucire.com/1999/0921fe0.htm	Knox,	K.	(2018,	20	February).	London	Fashion	Week:	Is	disability	hidden	in	fashion?,	BBC	News.	Retrieved	from	http://www.bbc.com/news/entertainment-arts-43130155	Koda,	H.,	&	Glasscock,	J.	(2014).	The	Costume	Institute	at	the	Metropolitan	Museum	of	Art:	an	evolving	history.	In	M.	R.	Melchior	&	B.	Svenson	(Eds.),	Fashion	and	museums:	theory	and	practice	(pp.	21-32).	London:	Bloomsbury.	Kopytoff,	I.	(1986).	The	cultural	biography	of	things:	commoditization	as	process.	In	A.	Appardurai	(Ed.),	The	social	life	of	things:	commodities	in	
cultural	perspective	(pp.	64-91).	Cambridge:	Cambridge	University	Press.	Kozar,	J.	M.	(2010).	Women's	responses	to	fashion	media	images:	a	study	of	female	consumers	aged	30–59.	International	Journal	of	Consumer	Studies,	
34(3),	272-278.		Kramer,	K.	(Ed.).	(2015).	Native	fashion	now:	North	American	Indian	style.	Salem,	USA:	Peabody	Essex	Museum.	Kuchler,	S.,	&	Miller,	D.	(Eds.).	(2005).	Clothing	as	material	culture.	Oxford:	Berg.	
 315 
Kuldova,	T.	(2014).	Fashion	exhibition	as	a	critique	of	contemporary	museum	exhibitions:	the	case	of	‘Fashion	India:	Spectacular	Capitalism’.	Critical	
Studies	in	Fashion	and	Beauty,	5(2),	313-336.		Labrum,	B.	(2007).	Making	Pakeha	histories	in	museums:	community	and	identity	in	the	post-war	period.	In	S.	Knell,	S.	MacLeod	&	S.	Watson	(Eds.),	Museum	revolutions:	how	museums	change	and	are	changed	(pp.	149-159).	Abingdon,	UK:	Routledge.	Labrum,	B.	(2009).	The	female	past	and	modernity:	displaying	women	and	things	in	New	Zealand	department	stores,	expositions	and	museums,	1920s-1960s.	In	M.	D.	Goggin	&	B.	F.	Tobin	(Eds.),	Material	women,	1750-
1950:	consuming	desires	and	collecting	practices	(pp.	315-340).	Farnham,	UK:	Ashgate.	Labrum,	B.	(2010a).	Black	and	New	Zealand	dress.	In	M.	Maynard	(Ed.),	Berg	
encyclopedia	of	world	dress	and	fashion	(Vol.	7:	Australia,	New	Zealand,	and	the	Pacific	Islands,	pp.	305-309).	Oxford:	Berg.	Labrum,	B.	(2010b).	Material	histories	in	Australia	and	New	Zealand:	interweaving	distinct	material	and	social	domains.	History	Compass,	8(8),	804-816.		Labrum,	B.	(2011).	Reliving	the	colonial	past:	histories,	heritage,	and	the	exhibition	interior	in	postwar	New	Zealand.	Interiors:	Design,	
Architecture	and	Culture,	2(1),	27-44.		Labrum,	B.	(2014).	Expanding	fashion	exhibition	history	and	theory:	fashion	at	New	Zealand's	national	museum	since	1950.	International	Journal	of	
Fashion	Studies,	1(1),	97-117.		Labrum,	B.,	McKergow,	F.,	&	Gibson,	S.	(Eds.).	(2007).	Looking	flash:	clothing	in	
Aotearoa	New	Zealand.	Auckland:	Auckland	University	Press.	Lagerfeld,	K.	(2014).	Chanel	art.	Göttingen,	Germany:	Steidl.	Laing,	J.,	&	Frost,	W.	(2014).	Using	fashion	exhibitions	to	reimagine	destination	tourism:	an	interview	with	Karen	Quinlan,	director,	Bendigo	Art	Gallery.	In	K.	M.	Williams,	J.	Laing	&	W.	Frost	(Eds.),	Fashion,	design	and	events	(pp.	148-159).	London:	Routledge.	Laing,	R.	M.,	&	Wilson,	C.	A.	(2010).	New	Zealand	textiles	and	apparel	sectors.	In	M.	Maynard	(Ed.),	Berg	encyclopedia	of	world	dress	and	fashion	(Vol.	7.	Australia,	New	Zealand,	and	the	Pacific	Islands.	Part	8:	European	(Pākehā)	dress	and	fashion	in	New	Zealand,	pp.	298-304).	Oxford,	UK:	Berg.	Larner,	W.,	Lewis,	N.,	&	Heron,	R.	L.	(2009).	State	spaces	after	'neo-liberalism':	co-constituting	the	New	Zealand	designer	fashion	industry.	In	R.	Kell	&	R.	Mahon	(Eds.),	Leviathan	undone?	Towards	a	political	economy	of	scale	(pp.	177-194).	Vancouver:	UBC	Press.	
 316 
Larner,	W.,	&	Molloy,	M.	(2009).	Globalization,	the	‘new	economy’	and	working	women:	theorizing	from	the	New	Zealand	designer	fashion	industry.	
Feminist	Theory,	10(35),	35-59.		Larner,	W.,	Molloy,	M.,	&	Goodrum,	A.	(2007).	Globalization,	cultural	economy	and	not-so-global	cities:	the	New	Zealand	designer	fashion	industry.	
Environment	and	Planning:	Society	and	Space,	25(3),	381-400.		Larson,	F.,	Petch,	A.,	&	Zeitlyn,	D.	(2007).	Social	networks	and	the	creation	of	the	Pitt	Rivers	Museum.	Journal	of	Material	Culture,	12(3),	211-239.		Larson,	V.	(2001).	Fashion	high.	North	&	South	(November),	48-55.		Larsson,	M.	(2014).	Class	and	gender	in	a	museum	collection:	female	skiwear.	In	M.	R.	Melchior	&	B.	Svenson	(Eds.),	Fashion	and	museums:	theory	and	
practice	(pp.	100-116).	London:	Bloomsbury.	Lassig,	A.	(2010).	New	Zealand	fashion	design.	Wellington:	Te	Papa	Press.	Lassig,	A.	(2012).	Fashion	treasures:	from	the	collections	of	the	New	Zealand	
Historic	Places	Trust.	Auckland:	New	Zealand	Historic	Places	Trust	Pouhere	Toanga.	Lassus,	C.	d.,	&	Freire,	A.	(2014).	Access	to	the	luxury	brand	myth	in	pop-up	stores:	a	netnographic	and	semiotic	analysis.	Journal	of	Retailing	and	
Consumer	Services,	21(1),	61-68.		Latham,	K.	F.	(2013).	Numinous	experiences	with	museum	objects.	Visitor	
Studies,	16(1),	3-20.		Latour,	B.	(2007).	Reassembling	the	social:	an	introduction	to	actor-network-
theory.	Oxford:	Oxford	University	Press.	Laurenson,	H.	B.	(2005).	Going	up,	going	own:	the	rise	and	fall	of	the	department	
store.	Auckland:	Auckland	University	Press.	Laver,	J.	(1969).	A	concise	history	of	costume.	London:	Thames	&	Hudson.	Law,	J.	(1992).	Notes	on	the	theory	of	the	actor-network:	ordering,	strategy,	and	heterogeneity.	Systemic	Practice	and	Action	Research,	5(4),	379-393.		Law,	J.	(1999).	After	ANT:	complexity,	naming	and	topology.	In	J.	Law	&	J.	Hassard	(Eds.),	Actor	Network	Theory	and	after	(pp.	1-14).	Oxford:	Blackwell.	Lawler,	S.	(2008).	Identity:	sociological	perspectives.	Cambridge:	Polity	Press.	Lawn,	J.	(2006).	Creativity	Inc.:	globalizing	the	cultural	imaginary	in	New	Zealand.	In	C.	A.	B.	Joseph	&	J.	Wilson	(Eds.),	Global	fissures,	postcolonial	
fusions	(pp.	225-245).	Amsterdam:	Rodopi.	
 317 
Laws,	A.	L.	S.	(2015).	Museum	websites	and	social	media:	issues	of	participation,	
sustainability,	trust,	and	diversity.	New	York:	Berghahn.	Leach,	W.	(1989).	Strategists	of	display	and	the	production	of	desire.	In	S.	J.	Bronner	(Ed.),	Consuming	visions:	accumulation	and	the	display	of	goods	
in	America	1880-1920	(pp.	99-132).	New	York:	Norton.	Leahy,	H.	R.	(2012).	Museum	bodies:	the	politics	and	practices	of	visiting	and	
viewing.	Farnham,	UK:	Ashgate.	Lech,	M.	(2017).	Sydney's	home	furnishing	stores,	1890-1960.	Stories	&	
Histories.	Retrieved	from	Sydney	Living	Museums	website:	https://sydneylivingmuseums.com.au/stories/sydneys-home-furnishing-stores-1890-1960	Lefebvre,	H.	(1991).	The	production	of	space	(D.	Nicholson-Smith,	Trans.).	Oxford:	Blackwell.	Lehmann,	U.	(2000).	Tigersprung:	fashion	in	modernity.	Cambridge,	USA:	MIT	Press		Lehmann,	U.	(2015).	Ulrich	Lehmann,	fashion	as	translation.	Art	in	Translation,	
7(2),	165-174.		Lemire,	B.	(2009).	Draping	the	home	and	dressing	the	body:	the	material	culture	of	textiles	and	clothes	in	the	Atlantic	world,	c.1500-1800.	In	K.	Harvey	(Ed.),	History	and	material	culture:	a	student's	guide	to	approaching	
alternative	sources	(pp.	85-102).	London:	Routledge.	Leong,	J.	(2014,	16	January).	Frock	Stars:	Inside	Australian	Fashion	Week	[weblog	post].		Retrieved	21	January	2017,	from	http://www.fashiontwopointone.com/2014/01/frock-stars-inside-australian-fashion.html#more	Leong,	R.	(1994).	Dressed	to	kill:	100	years	of	fashion.	Canberra:	National	Gallery	of	Australia.	Leong,	R.	(2010).	Making	and	retailing	exclusive	dress	in	Australia	–	1940s	to	1960s.	In	M.	Maynard	(Ed.),	Berg	encyclopedia	of	world	dress	and	fashion	(Vol.	7:	Australia,	New	Zealand,	and	the	Pacific	Islands,	pp.	132-137).	Oxford:	Berg.	Leong,	R.	(Ed.).	(2008).	Black	in	fashion:	from	mourning	to	night.	Melbourne:	National	Gallery	of	Victoria.	Lewis,	N.,	Larner,	W.,	&	LeHeron,	R.	(2008).	The	New	Zealand	designer	fashion	industry:	making	industries	and	co-constituting	political	projects.	
Transactions	of	the	Institute	of	British	Geographers,	33(1),	42-59.		Lewis,	R.	(2015).	Muslim	fashion:	contemporary	style	cultures.	Durham,	USA:	Duke	University	Press.	
 318 
Lewis,	R.	(Ed.).	(2013).	Modest	fashion:	styling	bodies,	mediating	faith.	London:	I.B.	Tauris.	Linnell,	A.	(2000,	24	December).	Fashion:	don't	look	back,	Sunday	Star	Times,	p.	D5.		Linnell,	A.	(2015).	Memorable	moments	from	Australian	Fashion	Week,	Viva.	Retrieved	from	http://www.viva.co.nz/article/fashion/australian-fashion-week-memories/	Lipovetsky,	G.,	&	Manlow,	V.	(2009).	The	‘artilisation’	of	luxury	stores.	In	J.	Brand	&	J.	Teunissen	(Eds.),	Fashion	and	imagination:	about	clothes	and	
art	(pp.	154-167).	Arnhem,	Netherlands:	ArtEZ.	Livingstone,	R.	(1998).	The	history	and	development	of	foreign	ethnology	collections	in	the	Museum	of	New	Zealand	Te	Papa	Tongarewa.	Tuhinga:	
Records	of	the	Museum	of	New	Zealand	Te	Papa	Tongarewa,	10,	1-29.		Lloyd	Jenkins,	D.	(2000).	Avis	Higgs:	joie	de	vivre.	Napier:	Hawke's	Bay	Cultural	Trust.	Lloyd	Jenkins,	D.	(2010a).	The	nineteen	fifties:	after	frocks.	In	L.	Hammonds,	D.	Lloyd	Jenkins	&	C.	Regnault	(Eds.),	The	dress	circle:	New	Zealand	fashion	
design	since	1940	(pp.	58-105).	Auckland:	Godwit.	Lloyd	Jenkins,	D.	(2010b).	The	nineteen	forties:	stepping	out.	In	L.	Hammonds,	D.	Lloyd	Jenkins	&	C.	Regnault	(Eds.),	The	dress	circle:	New	Zealand	
fashion	design	since	1940	(pp.	14-57).	Auckland:	Godwit.	Lock,	S.	(2013,	27	September).	Rewiring	fashion	week,	The	Business	of	Fashion.	Retrieved	from	http://www.businessoffashion.com/2013/09/rewiring-fashion-week.html	Lock,	S.	(2015).	In	the	front	row:	how	Australian	fashion	made	the	world	stage.	Melbourne:	Melbourne	University	Press.	Löfgren,	O.	(2005).	Catwalking	and	coolhunting:	the	production	of	newness.	In	O.	Löfgren	&	R.	Willim	(Eds.),	Magic,	culture,	and	the	new	economy	(pp.	57-71).	Oxford:	Berg.	Longair,	S.,	&	McAleer,	J.	(Eds.).	(2012).	Curating	empire:	museums	and	the	
British	imperial	experience.	Manchester:	Manchester	University	Press.	Longhurst,	R.	(2005).	(Ad)dressing	pregnant	bodies	in	New	Zealand:	clothing,	fashion,	subjectivities	and	spatialities.	Gender,	Place	and	Culture:	A	
Journal	of	Feminist	Geography,	12(4),	433-446.		Loriot,	T.-M.	(Ed.).	(2011).	The	fashion	world	of	Jean	Paul	Gaultier:	from	the	
sidewalk	to	the	catwalk.	Montreal:	The	Montreal	Museum	of	Fine	Arts.	
 319 
Loscialpo,	F.	(2016).	From	the	physical	to	the	digital	and	back:	fashion	exhibitions	in	the	digital	age.	International	Journal	of	Fashion	Studies,	
3(2),	225-248.		Lubar,	S.,	&	Kingery,	W.	D.	(Eds.).	(1993).	History	from	things:	essays	on	material	
culture.	Washington:	Smithsonian	Institution	Press.	Lurie,	A.	(2000).	The	language	of	clothes.	New	York:	Henry	Holt.	Lynch,	A.,	&	Strauss,	M.	D.	(2007).	Changing	fashion:	a	critical	introduction	to	
trand	analysis	and	meaning.	Oxford:	Berg.	Macdonald,	S.	(1998).	The	politics	of	display:	museums,	science	and	culture.	London:	Routledge.	Macdonald,	S.	(Ed.).	(2011).	A	companion	to	museum	studies.	Oxford:	Blackwell	Publishing.	Macdonald,	S.,	&	Fyfe,	G.	(Eds.).	(1996).	Theorizing	museums:	representing	
identity	and	diversity	in	a	changing	world.	Cambridge,	USA:	Blackwell.	Macdonald,	S.,	&	Leahy,	H.	R.	(Eds.).	(2015).	The	international	handbooks	of	
museum	studies.	Hoboken,	New	Jersey:	Wiley.	MacKenzie,	J.	M.	(2009).	Museums	and	empire:	natural	history,	human	cultures	
and	colonial	identities.	Manchester:	Manchester	University	Press.	Mackrell,	A.	(2005).	Art	and	fashion:	the	impact	of	art	on	fashion	and	fashion	on	
art.	London:	BT	Batsford.	Maglio,	D.	(2017).	A	brief	historical	overview	of	the	first	major	menswear	exhibition	in	the	United	States:	Adam	in	the	Looking	Glass	at	the	Metropolitan	Museum	of	Art,	New	York,	1960.	Critical	Studies	in	Men’s	
Fashion,	4(1),	79-88.		Malthus,	J.	(1992).	Dressmakers	in	nineteenth	century	New	Zealand.	In	B.	Brookes,	C.	Macdonald	&	B.	Williams	(Eds.),	Women	in	history	2	(pp.	76-97).	Wellington:	Bridgett	Williams.	Malthus,	J.	(1996).	European	women's	dresses	in	nineteenth-century	New	Zealand.	Unpublished	Doctor	of	Philosophy	thesis,	University	of	Otago,	Dunedin.				Malthus,	J.,	&	Brickell,	C.	(2003).	Producing	and	consuming	gender:	the	case	of	clothing.	In	B.	Brookes,	A.	Cooper	&	R.	Law	(Eds.),	Sites	of	gender:	women,	
men	and	modernity	in	Southern	Dunedin,	1890-1939	(pp.	123-150).	Auckland:	Auckland	University	Press.	Mancini,	H.	(2011).	Fash	in	the	food	aisles.	Art	Monthly	Australia	(242),	26.		Manlow,	V.	(2007).	Designing	clothes:	culture	and	organization	of	the	fashion	
industry.	New	Brunswick:	Transaction	Publishers.	
 320 
Marendy,	M.	(2000).	From	the	workroom	to	the	museum:	women	and	the	
production	of	custom	made	clothing	in	colonial	Brisbane.	Unpublished	Doctor	of	Philosophy	thesis,	Griffith	University,	Queensland.				Marstine,	J.	(2005a).	Introduction.	In	J.	Marstine	(Ed.),	New	museum	theory	and	
practice:	an	introduction.	Malden,	USA:	Blackwell.	Marstine,	J.	(Ed.).	(2005b).	New	museum	theory	and	practice:	an	introduction.	Malden,	USA:	Blackwell.	Martin,	J.	J.	(2015,	30	April).	Miuccia’s	museum:	Milan	welcomes	Fondazione	Prada,	Wallpaper.	Retrieved	from	http://www.wallpaper.com/architecture/miuccias-museum-milan-welcomes-fondazione-prada/8795	Martin,	P.	(2013).	Current	issues	in	the	fashion	media:	industry	roundtable.	In	D.	Bartlett,	S.	Cole	&	A.	Rocamora	(Eds.),	Fashion	media:	past	and	present	(pp.	184-192).	New	York:	Bloomsbury.	Martin,	R.	(1981).	“The	New	Soft	Look”:	Jackson	Pollock,	Cecil	Beaton,	and	American	fashion	in	1951.	Dress:	Costume	Society	of	America,	7(1),	1-8.		Maurstad,	A.	(2012).	Cod,	curtains,	planes	and	experts:	relational	materialities	in	the	museum.	Journal	of	Material	Culture,	17(2),	173-189.		Maynard,	M.	(1990).	Civilian	clothing	and	fabric	supplies:	the	development	of	fashionable	dressing	in	Sydney,	1790–1830.	Textile	History,	21(1),	87-100.		Maynard,	M.	(1991).	Terrace	gowns	and	shearer's	boots:	rethinking	dress	and	public	collections.	Culture	and	Policy,	3(2),	77-84.		Maynard,	M.	(1994a).	“A	great	deal	too	good	for	the	bush”:	women	and	the	experience	of	dress	in	Queensland.	In	G.	Reekie	(Ed.),	On	the	edge:	
women's	experiences	of	Queensland.	St	Lucia,	QLD:	Queensland	University	Press.	Maynard,	M.	(1994b).	Australian	dress:	perceptions	and	stereotypes.	Journal	of	
Australian	Studies,	18(41),	1-11.		Maynard,	M.	(1994c).	Fashioned	from	penury:	dress	as	cultural	practice	in	
colonial	Australia.	Cambridge:	Cambridge	University	Press.	Maynard,	M.	(1995).	‘The	wishful	feeling	about	curves’:	fashion,	femininity,	and	the	‘New	Look’	in	Australia.	Journal	of	Design	History,	8(1),	43-51.		Maynard,	M.	(1999a).	Living	dolls:	the	fashion	model	in	Australia.	Journal	of	
Popular	Culture,	33(1),	191-205.		
 321 
Maynard,	M.	(1999b).	The	red	center:	the	quest	for	'authenticity'	in	Australian	dress.	Fashion	Theory:	The	Journal	of	Dress,	Body	and	Culture	3(2),	175-195.		Maynard,	M.	(2000a).	Grassroots	style:	re-evaluating	Australian	fashion	and	Aboriginal	art	in	the	1970s	and	1980s.	Journal	of	Design	History,	13(2),	137-150.		Maynard,	M.	(2000b).	Out	of	line:	Australian	women	and	style.	Sydney:	University	of	New	South	Wales	Press.	Maynard,	M.	(2004).	Dress	and	globalisation.	Manchester:	Manchester	University	Press.	Maynard,	M.	(2012).	Clothing:	art	clothes	or	wearable	art?	In	A.	Geczy	&	V.	Karaminas	(Eds.),	Fashion	and	art	(pp.	145-154).	London:	Berg.	Maynard,	M.	(2013).	Fast	fashion	and	sustainability	The	handbook	of	fashion	
studies	(pp.	542-556).	London:	Bloomsbury	Academic.	Maynard,	M.	(Ed.).	(2010).	Australia,	New	Zealand,	and	the	Pacific	Islands	(Vol.	7).	Oxford:	Berg.	McCarthy,	C.	(2007).	Exhibiting	Māori:	a	history	of	colonial	cultures	of	display.	Wellington:	Te	Papa	Press.	McDonald,	G.	(2002).	The	mind	a	department	store:	reconfiguring	space	in	the	Gilded	Age.	Modern	Language	Quarterly,	63(2),	227-249.		McKay,	J.,	Mikosza,	J.,	&	Hutchins,	B.	(2005).	‘Gentlemen,	the	lunchbox	has	landed’:	representations	of	masculinities	and	men's	bodies	in	the	popular	media.	In	M.	S.	Kimmel,	J.	Hearn	&	R.	W.	Connell	(Eds.),	
Handbook	of	studies	of	men	and	masculinities	(pp.	270-288).	Thousand	Oaks,	USA:	Sage.	McKergow,	F.	(2000).	Opening	the	wardrobe	of	history:	dress,	artefacts	and	material	life	in	the	1940s	and	1950s.	In	B.	Dalley	&	B.	Labrum	(Eds.),	
Fragments:	New	Zealand	social	and	cultural	history	(pp.	163-187).	Auckland:	Auckland	University	Press.	McKergow,	F.	(2007).	‘Just	the	thing’:	shopping	for	clothes	in	Palmerston	North.	In	B.	Labrum,	F.	McKergow	&	S.	Gibson	(Eds.),	Looking	flash:	clothing	in	
Aotearoa	New	Zealand	(pp.	132-153).	Auckland:	Auckland	University	Press.	McLean,	F.	(1998).	Museums	and	the	construction	of	national	identity:	a	review.	
International	Journal	of	Heritage	Studies,	3(4),	244-252.		McLean,	F.	(2008).	Museums	and	the	representation	of	identity.	In	B.	Graham	&	P.	Howard	(Eds.),	The	Ashgate	research	companion	to	heritage	and	
identity	(pp.	283-298).	Aldershot,	UK:	Ashgate.	
 322 
McLean,	G.	J.	(1981).	Spinning	yarns:	a	centennial	history	of	Alliance	Textile	Ltd	
and	its	predecessors	1881-1981.	Dunedin:	Alliance	Textiles	Ltd.	McLoughlin,	M.	(2013).	Fashion,	royalty,	and	British	identity:	fashion	exhibitions	in	London	in	the	year	of	the	“Jubilympics”.	Fashion	Theory:	
The	Journal	of	Dress,	Body	and	Culture,	17(4),	467-482.		McLuhan,	M.	(2013	[1964]).	Understanding	media:	the	extensions	of	man	(2nd	ed.).	New	York:	Gingko	Press.	McNeil,	P.	(2008).	“We’re	not	in	the	fashion	business”:	fashion	in	the	museum	and	the	academy.	Fashion	Theory:	The	Journal	of	Dress,	Body	and	Culture,	
12(1),	65-82.		McNeil,	P.	(2010).	Conference	report:	the	future	of	fashion	studies.	Fashion	
Theory:	The	Journal	of	Dress,	Body	and	Culture,	14(1),	105-110.		McNeil,	P.	(2014).	The	fashion	phenomenon:	fashion	in	the	gallery	and	museum.	
Art	Monthly	Australia	(275),	28-35.		McNeill,	L.,	&	McKay,	J.	(2016).	Fashioning	masculinity	among	young	New	Zealand	men:	young	men,	shopping	for	clothes	and	social	identity.	Young	
Consumers,	17(2),	143-154.		McPhee,	J.	A.	(1985).	Linda	Jackson	and	Jenny	Kee:	Flamingo	Park	bush	couture.	Canberra:	Australian	National	Gallery.	McPhee,	J.	A.	(1986).	Plastic,	rubber	and	leather:	alternative	dress	and	decoration.	Canberra:	Australian	National	Gallery.	McRobbie,	A.	(1998).	British	fashion	design:	rag	trade	or	image	industry?	London:	Routledge.	McRobbie,	A.	(2000).	Fashion	as	a	culture	industry.	In	S.	Bruzzi	&	P.	Church	Gibson	(Eds.),	Fashion	cultures:	theories,	explorations	and	analysis	(pp.	253-264).	London:	Routledge.	Meadows,	T.	(2012).	How	to	set	up	and	run	a	fashion	label.	London:	Laurence	King.	Meagher,	D.	(2001).	Fashion	weeks:	its	all	in	the	figures.	The	Australian	
Financial	Review	(April),	16-24.		Meagher,	D.	(2008).	Fashion	speak:	interviews	with	the	world's	leading	designers.	North	Sydney:	Random	House	Australia.	Mears,	P.	(2008).	Exhibiting	Asia:	the	global	impact	of	Japanese	fashion	in	museums	and	galleries.	Fashion	Theory:	The	Journal	of	Dress,	Body	and	
Culture,	12(1),	95-119.		
 323 
Meek,	J.	(Ed.).	(1987).	Yves	Saint	Laurent	retrospective.	Sydney:	Art	Gallery	of	New	South	Wales.	Melchior,	M.	R.	(2010).	“Doing”	Danish	fashion:	on	national	identity	and	design	practices	of	a	small	Danish	fashion	company.	Fashion	Theory:	The	Journal	
of	Dress,	Body	and	Culture,	2(1),	13-40.		Melchior,	M.	R.	(2011).	Fashion	museology:	identifying	and	contesting	fashion	in	
museums.	Paper	presented	at	the	Fashion	Exploring	Critical	Issues	Conference,	Mansfield	College,	Oxford,	22-25	September	2011.	Retrieved	from	http://www.inter-disciplinary.net/critical-issues/ethos/fashion/project-archives/3r/	Melchior,	M.	R.	(2014).	Introduction:	understanding	fashion	and	dress	museology.	In	M.	R.	Melchior	&	B.	Svenson	(Eds.),	Fashion	and	museums:	
theory	and	practice	(pp.	16-32).	London:	Bloomsbury.	Melchior,	M.	R.,	Skov,	L.,	&	Csaba,	F.	F.	(2011).	Translating	fashion	into	Danish.	
Culture	Unbound:	Journal	of	Current	Cultural	Research,	3,	209-228.	Retrieved	from	http://www.cultureunbound.ep.liu.se	Melchior,	M.	R.,	&	Svenson,	B.	(Eds.).	(2014).	Fashion	and	museums:	theory	and	
practice.	London:	Bloomsbury.	Mendes,	V.	(2000).	Dressed	in	black.	London:	V&A	Publications.	Menkes,	S.	(2013,	10	February).	The	circus	of	fashion,	T:	The	New	York	Times	
Style	Magazine.	Retrieved	from	http://tmagazine.blogs.nytimes.com/2013/02/10/the-circus-of-fashion/?_php=true&_type=blogs&_r=1	Menkes,	S.	(2015,	27	October).	Digging	for	Australian	roots,	Vogue.	Retrieved	from	http://www.vogue.co.uk/gallery/suzy-in-sydney-digging-for-australian-roots	Message,	K.	(2006).	New	museums	and	the	making	of	culture.	Oxford:	Berg.	Message,	K.	(2009).	Culture,	citizenship	and	Australian	multiculturalism:	the	contest	over	identity	formation	at	the	National	Museum	of	Australia.	
Humanities	Research,	15(2),	23-48.		Message,	K.,	&	Witcomb,	A.	(2015).	Introduction:	museum	theory	an	expanded	field.	In	A.	Witcomb	&	K.	Message	(Eds.),	The	international	handbooks	of	
museum	studies	(Vol.	1,	pp.	xxxv-lxiii).	Hoboken,	USA:	Wiley.	Messrs.	Ball	and	Welch	Prop.	Ltd:	costume	exhibit.	(1901,	12	December).	
Bendigo	Advertiser,	p.	1.		Metropolitan	Museum	of	Art.	(1967).	The	Metropolitan	Museum	of	Art	Bulletin,	
26(3).	Retrieved	from	
 324 
http://www.metmuseum.org/research/metpublications/The_Metropolitan_Museum_of_Art_Bulletin_v_26_no_3_November_1967#	Mida,	I.	(2015).	Research	report:	animating	the	body	in	museum	exhibitions	of	fashion	and	dress.	Dress:	The	Journal	of	the	Costume	Society	of	America,	
41(1),	37-51.		Mida,	I.,	&	Kim,	A.	(2015).	The	dress	detective:	a	practical	guide	to	object-based	
research	in	fashion.	London:	Bloomsbury.	Millen,	J.	(2000).	Kirkcaldie	&	Stains:	a	Wellington	story.	Wellington:	Bridget	Williams	Books.	Miller,	D.	(2010).	Stuff.	Cambridge:	Polity	Press.	Miller,	D.	(Ed.).	(1998).	Material	cultures:	why	some	things	matter.	London:	UCL	Press.	Miller,	D.,	&	Merrilees,	B.	(2004).	Fashion	and	commerce:	a	historical	perspective	on	Australian	fashion	retailing	1880-1920.	International	
Journal	of	Retail	and	Distribution	Management,	32(8),	394-402.		Miller,	E.,	&	Halberstadt,	J.	(2005).	Media	consumption,	body	image	and	thin	ideals	in	New	Zealand	men	and	women.	New	Zealand	Journal	of	
Psychology,	34(3),	189-195.		Miller,	M.	L.	(2009).	Slaves	to	fashion:	black	dandyism	and	the	styling	of	black	
diasporic	identity.	Durham:	Duke	University	Press.	Miller,	S.	(2007).	Fashion	as	art;	is	fashion	art?	Fashion	Theory:	The	Journal	of	
Dress,	Body	and	Culture,	11(1),	25-40.		Ministry	of	Commerce.	(1999).	Bright	future:	making	ideas	work	for	New	Zealand.	Wellington:	Ministry	of	Commerce.	Retrieved	from	http://unpan1.un.org/intradoc/groups/public/documents/APCITY/UNPAN003913.pdf.	Missklicious,	K.	(2010,	1	June).	Frock	Stars	-	Inside	Australian	Fashion	Week	exhibition	[weblog	post].		Retrieved	4	November	2016,	from	http://missklicious.blogspot.co.nz/2010/06/frock-stars-inside-australian-fashion.html	Mitchell,	L.	(2010).	The	fabulous	fifties:	glamour	and	style.	In	B.	English	&	L.	Pomazan	(Eds.),	Australian	fashion	unstitched:	the	last	60	years	(pp.	15-36).	Melbourne:	Cambridge	University	Press.	Mitchell,	S.	(2008).	Nom	D's	Margi	Robertson:	a	force	to	be	reckoned	with.	
Lucire.	Retrieved	from	http://lucire.com/2008/0618fe0.shtml	
 325 
Molloy,	M.	(2004).	Cutting	edge	nostalgia:	New	Zealand	fashion	design	at	the	new	millennium.	Fashion	Theory:	The	Journal	of	Dress,	Body	and	Culture,	
8(4),	477-490.		Molloy,	M.,	&	Larner,	W.	(2010).	Who	needs	cultural	intermediaries	indeed?	Gendered	networks	in	the	designer	fashion	industry.	Journal	of	Cultural	
Economy,	3(3),	361-377.		Molloy,	M.,	&	Larner,	W.	(2013).	Fashioning	globalisation:	New	Zealand	design,	
working	women	and	the	cultural	economy.	Chichester,	UK:	Wiley-Blackwell.	Monden,	M.	(2012).	The	importance	of	looking	pleasant:	reading	Japanese	men's	fashion	magazines.	Fashion	Theory:	The	Journal	of	Dress,	Body	and	
Culture,	16(3),	297-315.		Moore,	K.	(1999).	Museums	and	popular	culture.	London:	Leicester	University	Press.	Mosendz,	P.	(2015).	Manolo	kombat:	inside	New	York's	most	vicious	sample	sales.	Newsweek,	164(22),	58-60.		Mosmann,	P.	(2014).	Faith,	fashion,	fusion:	Muslim	women’s	style	in	Australia.	
ReCollections,	9(1).	Retrieved	from	http://recollections.nma.gov.au/issues/volume_9_number_1/exhibition_reviews/faith-fashion-fusion	Murdoch,	J.	(1998).	The	spaces	of	Actor-Network	Theory.	Geoforum,	29(4),	357-374.		Museum	director	Dr.	Pearson	returning	from	England	bringing	exhibits.	(1938,	30	May).	The	Mercury,	p.	7.		Museum	of	Applied	Arts	and	Sciences.	(2010).	Museum	of	Applied	Arts	and	
Sciences	annual	report	09-10.	Sydney:	Museum	of	Applied	Arts	and	Sciences.	Retrieved	from	http://www.powerhousemuseum.com/about/Annual_Report.php		Museum	of	Applied	Arts	and	Sciences.	(2012).	Museum	of	Applied	Arts	and	
Sciences	annual	report	2011-2012.	Sydney:	Museum	of	Applied	Arts	and	Sciences.	Retrieved	from	https://maas.museum/app/uploads/2015/01/Annual_Report_11-12.pdf.	Myer.	(2016,	12	October).	Maticevski:	Dark	Wonderland,	The	Find.	Retrieved	from	https://blog.myer.com.au/women/maticevski-dark-wonderland/	Nathan,	N.	R.	(2016).	It’s	official:	mature	women	are	back	in	vogue.	Retrieved	from	Fashion	Quarterly	website:	http://www.fq.co.nz/beauty/beauty-features/the-haute-forties	
 326 
National	Gallery	of	Victoria.	(2014a).	The	fashion	world	of	Jean	Paul	Gaultier:	
from	the	sidewalk	to	the	catwalk.		Retrieved	2	April	2015,	from	http://www.ngv.vic.gov.au/jeanpaulgaultier/home	National	Gallery	of	Victoria.	(2014b).	Overview.	The	fashion	world	of	Jean	Paul	
Gaultier:	from	the	sidewalk	to	the	catwalk.		Retrieved	28	January	2018,	from	https://www.ngv.vic.gov.au/jeanpaulgaultier/overview.html	National	Gallery	of	Victoria.	(2014c).	The	Fashion	World	of	Jean	Paul	Gaultier:	From	the	Sidewalk	to	the	Catwalk	exhibition	texts.	Retrieved	from	http://www.ngv.vic.gov.au/__data/assets/pdf_file/0004/704056/NGV_JPG_Exhibition-Wall_Texts_NEW.pdf	National	Gallery	of	Victoria.	(2015a).	Express	Yourself:	Romance	Was	Born	for	Kids	exhibition	labels.	Retrieved	from	https://www.ngv.vic.gov.au/wp-content/uploads/2014/12/UPDATED-Express-Yourself_Romance-was-Born-Large-print-labels.pdf	National	Gallery	of	Victoria.	(2015b).	Record	crowds	and	7-day	opening	for	the	NGV	[media	release].	Retrieved	from	National	Gallery	of	Victoria	website:	https://www.ngv.vic.gov.au/media_release/record-crowds-and-7-day-opening-for-the-ngv/	National	Gallery	of	Victoria.	(2016a).	200	Years	of	Australian	Fashion	artwork	labels.	Retrieved	from	http://www.ngv.vic.gov.au/wp-content/uploads/2015/12/AUST-FASHION_LargePrintLabels.pdf	National	Gallery	of	Victoria.	(2016b).	Major	acquisition	of	highly-prized	fashion	collection	[media	release].	Retrieved	from	National	Gallery	of	Victoria	website:	https://www.ngv.vic.gov.au/media_release/major-acquisition-of-highly-prized-fashion-collection/	National	Gallery	of	Victoria.	(2018).	Fashion	&	textiles.	Retrieved	from	National	Gallery	of	Victoria	website:	https://www.ngv.vic.gov.au/explore/collection/curatorial/fashion-textiles/	Naylor,	S.	(2002).	The	field,	the	museum	and	the	lecture	hall:	the	spaces	of	natural	history	in	Victorian	Cornwall.	Transactions	of	the	Institute	of	
British	Geographers,	27(4),	494-513.		Negrin,	L.	(2008).	Appearance	and	identity:	fashioning	the	body	in	postmodernity.	New	York:	Palgrave	Macmillan.	Negrin,	L.	(2012).	Aesthetics:	fashion	and	aesthetics	–	a	fraught	relationship.	In	A.	Geczy	&	V.	Karaminas	(Eds.),	Fashion	and	art	(pp.	43-54).	London:	Berg.	New	and	old	exhibits:	fashion	contrasts.	(1942,	19	August).	The	Mercury,	p.	6.		
 327 
New	displays:	museum	remodelling	completed.	(1941,	30	May).	The	Mercury,	p.	4.		New	exhibits	for	museum:	Italian	bronzes	and	English	plate,	paintings	of	ships.	(1938,	12	September).	The	Mercury,	p.	2.		New	exhibits	on	view:	friends	of	museum	entertained.	(1938,	28	October).	The	
Mercury,	p.	6.		New	Zealand	Fashion	Museum.	(2012).	Still	black	in	fashion.	Retrieved	from	New	Zealand	Fashion	Museum	website:	http://www.fashionmuseum.org.nz/	New	Zealand	Fashion	Quarterly.	(2012).	The	age	of	style.	New	Zealand	Fashion	
Quarterly	(Autumn),	112-115.	Newman,	A.,	Goulding,	A.,	&	Whitehead,	C.	(2012).	The	consumption	of	contemporary	visual	art:	identity	formation	in	late	adulthood.	Cultural	
Trends,	21(1),	29-45.		Newman,	A.,	&	McLean,	F.	(2006).	The	impact	of	museums	upon	identity.	
International	Journal	of	Heritage	Studies,	12(1),	49-68.		NGV	Melbourne.	(2014).	Jean	Paul	Gaultier:	from	the	sidewalk	to	the	catwalk	2014	[video	file].	NGV	Melbourne	YouTube	channel.,	from	https://www.youtube.com/watch?v=NvQrYIi0oFA		Niessen,	S.	(2003).	Re-orienting	fashion	theory.	In	S.	Niessen,	A.	M.	Leshkowich	&	C.	Jones	(Eds.),	Re-orienting	fashion:	the	globalization	of	Asian	dress	(pp.	243-266).	Oxford:	Berg.	NOM*d.	(2018).	About.	NOM*d		Retrieved	5	March	2018,	from	https://www.nomdstore.com/nz/about	Norris,	S.	(2007).	‘Inoffensively	feminine’:	First	World	War	military	concert	parties,	female	impersonators	and	their	costumes.	In	M.	Hayward	&	E.	Kramer	(Eds.),	Textiles	and	text:	re-establishing	the	links	between	archival	
and	object-based	research	(pp.	173-181).	London:	Archetype.	Nuttavuthisit,	K.	(2014).	How	consumers	as	aesthetic	subjects	co-create	the	aesthetic	experience	of	the	retail	environment.	Journal	of	Retailing	and	
Consumer	Services,	21,	432-437.		O'Dell,	A.	(2011,	27	September	2011).	Ten	rules	for	getting	shot	by	street	style	photographers,	The	Cut.	Retrieved	from	http://nymag.com/thecut/2011/09/street_style_rules.html#	O'Donnell,	S.	S.	(2013,	11	July).	Can	Australia's	struggling	fashion	industry	support	its	new	stars?,	The	Guardian.	Retrieved	from	https://www.theguardian.com/fashion/2013/jul/11/australian-fashion-new-stars	
 328 
O'Neill,	A.	(2012).	Exhibition:	a	display	of	“articles	of	clothing,	for	immediate,	personal,	or	domestic	use”,	fashion	at	the	Great	Exhibition.	In	A.	Geczy	&	V.	Karaminas	(Eds.),	Fashion	and	art	(pp.	189-200).	London:	Berg.	O'Neill,	M.	(2006).	Museums	and	identity	in	Glasgow.	International	Journal	of	
Heritage	Studies,	12,	29-48.		O'Riordan,	M.	(2011).	Paper	Crane	over	Sydney:	Bowie	at	RAFW.	Art	Monthly	
Australia	(242),	78-79.		Oakley	Smith,	M.	(2010).	Fashion:	Australian	and	New	Zealand	designers.	Fishermans	Bend,	VIC:	Thames	&	Hudson	Australia.	Oakley	Smith,	M.	(2011).	Calvin	Klein:	art	and	global	branding.	Art	Monthly	
Australia	(242),	78-79.		Oakley	Smith,	M.	(2016).	Maticevski:	the	elegant	rebel.	Port	Melbourne,	VIC:	Thames	&	Hudson	Australia.	Oakley	Smith,	M.,	&	Kubler,	A.	(2013a).	Art/fashion	in	the	21st	century.	New	York:	Thames	&	Hudson.	Oakley	Smith,	M.,	&	Kubler,	A.	(2013b).	From	boutique	to	gallery:	fashion,	art	and	architecture.	In	M.	Oakley	Smith	&	A.	Kubler	(Eds.),	Art/fashion	in	the	
21st	century	(pp.	246-307).	New	York:	Thames	&	Hudson.	Oakley	Smith,	M.,	&	Kubler,	A.	(2013c).	In	conversation:	Andrew	Bolton,	The	Costume	Institute	at	The	Metropolitan	Museum	of	Art,	New	York.	In	M.	Oakley	Smith	&	A.	Kubler	(Eds.),	Art/fashion	in	the	21st	century	(pp.	160-163).	New	York:	Thames	&	Hudson.	Objectspace.	(2005).	Au	revoir	Marilyn	Sainty.	Retrieved	from	Objectspace	website:	http://www.objectspace.org.nz/Exhibitions/Detail/Au+Revoir+Marilyn+Sainty	Osborne,	T.	(2012).	Grace	Kelly:	style	icon.	ReCollections,	7(2).	Retrieved	from	http://recollections.nma.gov.au/issues/volume_7_number_2/exhibition_reviews/Grace_Kelly	Oxford	Dictionaries.	(2018).	British	and	World	English.	Retrieved	from	Oxford	Dictionaries	website:	https://en.oxforddictionaries.com	Palmer,	A.	(1997).	New	directions:	fashion	history	studies	and	research	in	North	America	and	England.	Fashion	Theory:	The	Journal	of	Dress,	Body	and	
Culture,	1(3),	297-312.		Palmer,	A.	(2008a).	Reviewing	fashion	exhibitions.	Fashion	Theory:	The	Journal	
of	Dress,	Body	and	Culture,	12(1),	121-126.		
 329 
Palmer,	A.	(2008b).	Untouchable:	creating	desire	and	knowledge	in	museum	costume	and	textile	exhibitions.	Fashion	Theory:	The	Journal	of	Dress,	
Body	and	Culture,	12(1),	31-63.		Palmer,	A.	(2013).	Looking	at	fashion:	the	material	object	as	subject.	In	S.	Black,	A.	de	la	Haye,	J.	Entwistle,	R.	Root,	A.	Rocamora	&	H.	Thomas	(Eds.),	The	
handbook	of	fashion	studies	(pp.	268-300).	London:	Bloomsbury.	Parker,	M.	(1998).	We	have	always	been	scrumpled:	a	response	to	Hetherington	(1997).	Journal	of	Material	Culture,	3(1),	121-124.		Parry,	R.	(Ed.).	(2010).	Museums	in	a	digital	age.	London:	Routledge.	Payne,	A.	(2011).	The	knock-on	from	the	knock-off:	recent	shifts	within	Australian	
mass	market	fashion	design	practice.	Paper	presented	at	the	Fashion	Exploring	Critical	Issues	Conference,	Mansfield	College,	Oxford,	22-25	September	2011.	Retrieved	from	http://eprints.qut.edu.au/47610/.		Payne,	E.	(2014,	23	October).	‘A	magnificent	iceberg	with	twelve	glass	sails’:	Paris	welcomes	spectacular	Gehry-designed	Louis	Vuitton	art	museum	that	was	13	years	in	the	making,	Daily	Mail	Australia.	Retrieved	from	http://www.dailymail.co.uk/travel/travel_news/article-2803159/A-magnificent-iceberg-twelve-glass-sails-Paris-welcomes-spectacular-Gehry-designed-Louis-Vuitton-art-museum-13-years-making.html	Pearce,	J.	(2011,	10	June).	Department	store	galleries,	Australian	pottery:	1960s	
to	date.	Retrieved	from	https://australianpottery.wordpress.com/2011/06/10/department-store-galleries/	Pearce,	S.	M.	(1992).	Museums,	objects	and	collections:	a	cultural	study.	Leicester:	Leicester	University	Press.	Pearce,	S.	M.	(1994).	Interpreting	objects	and	collections.	London:	Routledge.	Pearce,	S.	M.	(1995).	On	collecting:	an	investigation	into	collecting	in	the	
European	tradition.	London:	Routledge.	Pearce,	S.	M.	(1998).	Collecting	in	contemporary	practice.	London:	Sage	Publications.	Pecorari,	M.	(2013).	Exhibition	review:	BLACK:	Masters	of	Black	in	Fashion	and	
Costume.	Fashion	Theory:	The	Journal	of	Dress,	Body	and	Culture,	17(2),	223-234.		Pecorari,	M.	(2014).	Contemporary	fashion	in	museums.	In	M.	R.	Melchior	&	B.	Svenson	(Eds.),	Fashion	and	museums:	theory	and	practice	(pp.	46-108).	London:	Bloomsbury.	Pedersen,	E.	(2009).	Defining	and	developing	theory	in	the	study	of	dress.	Dress:	
Costume	Society	of	America,	35,	71-85.		
 330 
Pedroni,	M.,	&	Volonté,	P.	(2014).	Art	seen	from	outside:	non-artistic	legitimation	within	the	field	of	fashion	design.	Poetics,	43,	102-119.		Peers,	J.	(2010).	Urban	fashion	culture	in	Australia.	In	M.	Maynard	(Ed.),	Berg	
encyclopedia	of	world	dress	and	fashion	(Vol.	7:	Australia,	New	Zealand,	and	the	Pacific	Islands,	pp.	123-131).	Oxford:	Berg.	Peers,	J.	(2015).	The	practice	of	Australian	art.	In/stead	Journal	(1).	Retrieved	from	http://www.insteadjournal.com/article/the-practice-of-australian-art/	Peers,	L.	(2009).	Material	culture,	identity	and	colonial	society	in	the	Canadian	fur	trade.	In	M.	D.	Goggin	&	B.	F.	Tobin	(Eds.),	Women	and	things,	1750-
1950:	gendered	material	strategies	(pp.	55-74).	Farnham,	UK:	Ashgate.	Perry,	F.	(2014).	Black	wool	and	vintage	shoes:	the	Wellington	look.	
Imaginations:	Journal	of	Cross-Cultural	Image	Studies,	5(1),	48-66.		Peters,	L.	D.	(2017).	“Fashion	plus”:	pose	and	the	plus-size	body	in	Vogue,	1986–1988.	Fashion	Theory:	The	Journal	of	Dress,	Body	and	Culture,	21(2),	175-199.		Peterson,	G.,	&	Lythberg,	B.	(2010).	Pacific	street	styles	in	Auckland.	In	M.	Maynard	(Ed.),	Berg	encyclopedia	of	world	dress	and	fashion	(Vol.	7:	Australia,	New	Zealand,	and	the	Pacific	Islands,	pp.	358-363).	Oxford:	Berg.	Petrov,	J.	(2008).	‘The	habit	of	their	age’:	English	genre	painters,	dress	collecting,	and	museums,	1910-1914.	Journal	of	the	History	of	Collections,	
20(2),	237-251.		Petrov,	J.	(2011).	Playing	dress-up:	inhabiting	imagined	spaces	through	museum	objects.	In	S.	Dudley,	A.	J.	Barnes,	J.	Binnie,	J.	Petrov	&	J.	Walklate	(Eds.),	
The	thing	about	museums	(pp.	230-241).	Abingdon,	UK:	Taylor	and	Francis.	Petrov,	J.	(2012).	Dressing	ghosts:	museum	exhibitions	of	historical	fashion	in	
Britain	and	North	America.	Unpublished	Doctor	of	Philosophy	thesis,	University	of	Leicester.				Petrov,	J.	(2014).	Gender	considerations	in	fashion	history	exhibitions.	In	M.	R.	Melchior	&	B.	Svenson	(Eds.),	Fashion	and	museums:	theory	and	practice	(pp.	77-90).	London:	Bloomsbury.	Petrov,	J.	(2015).	‘Relics	of	Former	Splendor’:	inventing	the	costume	exhibition,	1833–1835.	Fashion,	Style	and	Popular	Culture,	2(1),	11-28.		Pham,	M.-H.	T.	(2015).	Archival	intimacies:	participatory	media	and	the	fashion	histories	of	US	women	of	colour.	Fashion,	Style	and	Popular	Culture,	2(1),	107-122.		
 331 
Philipsen,	I.	(2014).	Engaging	the	public	in	issues	of	dress	and	identity:	a	case	study	of	Amagermuseet	in	Denmark.	In	M.	R.	Melchior	&	B.	Svenson	(Eds.),	Fashion	and	museums:	theory	and	practice	(pp.	158-172).	London:	Bloomsbury.	Pickett,	R.	(2013,	18	February).	Romance	Was	Born	A/W	’13	‘Lil	Lord	Fauntleroy’,	The	Fashion	Section.	Retrieved	from	http://www.thefashionsection.com/romance-was-born-aw-13-lil-lord-fauntleroy/	Pike,	H.	(2015,	11	October).	Between	the	catwalk	and	the	consumer:	fashion’s	growing	diversity	gap,	Business	of	Fashion.	Retrieved	from	https://www.businessoffashion.com/community/voices/discussions/why-isnt-the-fashion-industry-more-diverse/between-the-catwalk-and-the-consumer-fashions-growing-diversity-gap-2	Pishief,	E.	(1990).	A	provincial	expression	of	international	ideas:	the	development	
of	the	Hawkes	Bay	Art	Gallery	and	Museum,	1859-1940.	Unpublished	Postgraduate	Diploma	of	Museum	Studies	dissertation,	Massey	University,	Palmerston	North.				Pitts,	P.	(Ed.).	(1997).	Material	evidence:	100-headless	woman.	New	Plymouth,	NZ:	Govett-Brewster	Art	Gallery.	Plioplyte,	L.,	&	Cohen,	A.	S.	(Writers)	&	L.	Plioplyte	(Director).	(2014).	Advanced	style	[film].	New	York:	BOND/360.	Polhemus,	T.	(1988).	Body	styles.	Luton,	UK:	Lennard.	Polhemus,	T.	(1994).	Streetstyle:	from	sidewalk	to	catwalk.	London:	Thames	&	Hudson.	Pomazan,	L.	(2010).	Beril	Jents:	Australian	haute	couture.	In	B.	English	&	L.	Pomazan	(Eds.),	Australian	fashion	unstitched:	the	last	60	years	(pp.	37-58).	Melbourne:	Cambridge	University	Press.	Potvin,	J.	(2007).	Lost	in	translation?	Giorgio	Armani	and	the	textualities	of	touch.	In	S.	Alfoldi	(Ed.),	NeoCraft:	modernity	and	the	crafts	(pp.	83-98).	Halifax:	Nova	Scotia	College	of	Art	and	Design.	Potvin,	J.	(2009a).	Introduction:	inserting	fashion	into	space.	In	J.	Potvin	(Ed.),	
The	places	and	spaces	of	fashion:	1800-2007	(pp.	1-15).	London:	Routledge.	Potvin,	J.	(2012).	Fashion	and	the	art	museum:	when	Giorgio	Armani	went	to	the	Guggenheim.	Journal	of	Curatorial	Studies,	1(1),	46-63.		Potvin,	J.	(2016).	Giorgio	Armani:	empire	of	the	senses.	Abingdon,	UK:	Taylor	and	Francis.	
 332 
Potvin,	J.	(Ed.).	(2009b).	The	places	and	spaces	of	fashion:	1800-2007.	London:	Routledge.	Powerhouse	Museum.	(1991).	Decorative	arts	and	design	from	the	Powerhouse	
Museum.	Sydney:	Powerhouse	Publishing.	Powerhouse	Museum.	(2000).	Fashion	of	the	year.		Retrieved	4	August	2015,	from	http://www.powerhousemuseum.com/previous/fashion_of_the_year.php	Powerhouse	Museum.	(2004).	Nineties	to	now:	fashion	of	the	year	retrospective.		Retrieved	4	August	2015,	from	http://www.powerhousemuseum.com/previous/nintiestonow.php	Powerhouse	Museum.	(2010).	Frock	Stars:	Inside	Australian	Fashion	Week,	exhibition	notes	and	unit	of	work,	NSW	textiles	and	design	syllabus,	stage	5	and	6.	Sydney:	Trustees	of	the	Museum	of	Applied	Arts	and	Sciences.	Powerhouse	Museum.	(2012a).	About	the	Powerhouse	Museum.		Retrieved	28	October	2013,	from	http://www.powerhousemuseum.com/about/index.php	Powerhouse	Museum.	(2012b).	Are	you	what	you	wear?	Faith,	fashion,	fusion:	
Muslim	women’s	style	in	Australia.		Retrieved	24	June	2012,	from	http://www.powerhousemuseum.com/faithfashion/reflection-and-response/are-you-what-you-wear/	Powerhouse	Museum.	(2012c).	Facts	and	figures.		Retrieved	28	October	2013,	from	http://www.powerhousemuseum.com/about/aboutFacts.php	Powerhouse	Museum.	(2012d).	Faith,	fashion,	fusion:	Muslim	women’s	style	in	Australia.		Retrieved	24	June	2012,	from	http://www.powerhousemuseum.com/faithfashion/	Powerhouse	Museum.	(2012e).	History	of	the	museum.		Retrieved	28	October	2013,	from	http://www.powerhousemuseum.com/about/aboutHistory.php		Powerhouse	Museum.	(2012f).	Muslim	streetstyle.	Faith,	fashion,	fusion:	Muslim	
women’s	style	in	Australia.		Retrieved	24	August	2014,	from	http://www.powerhousemuseum.com/faithfashion/muslim-streetstyle/	Powerhouse	Museum.	(2013).	About	the	exhibition.	Frock	Stars:	Inside	
Australian	Fashion	Week.		Retrieved	5	November,	2013,	from	http://www.powerhousemuseum.com/previous/frockstars/about.php	Powerhouse	Museum.	(2014).	Faith,	fashion,	fusion	exhibition	at	the	Powerhouse	Museum	[Facebook	page].		Retrieved	25	August	2014,	from	
 333 
https://www.facebook.com/pages/Faith-fashion-fusion-exhibition-at-the-Powerhouse-Museum/413210605370738		Powerhouse	Museum.	(2015).	Clothes	encounters.		Retrieved	23	May	2018,	from	https://maas.museum/event/clothes-encounter/	Powles,	J.	(2018).	Rewind:	Image	Codes,	Art	about	Fashion:	the	FDC	and	the	‘precocious	polemics	of	fashion’.	Retrieved	from	Australian	Centre	for	Contemporary	Art	website:	https://acca.melbourne/explore/text/acca-history/history-1985/rewind-image-codes-art-about-fashion-1985-the-fdc-and-the-precocious-polemics-of-fashion/	Press,	C.	(2010).	Blankett	slate:	Clare	Press	on	Australian	style.	The	Monthly	(March),	50-55.		Prown,	J.	D.	(1982).	Mind	in	matter:	an	introduction	to	material	culture	theory	and	method.	Winterthur	Portfolio,	17(1),	1-19.		Quinn,	B.	(2009).	The	fashion	of	architecture.	In	J.	Brand	&	J.	Teunissen	(Eds.),	
Fashion	and	imagination:	about	clothes	and	art	(pp.	154-167).	Arnhem:	ArtEZ.	Radner,	H.	(2016).	Fashionable	Dunedin	and	“rooted	cosmopolitanism”	in	the	twenty-first	century:	NOM*d	and	Company	of	Strangers.	Journal	of	Asia-
Pacific	Pop	Culture,	1(1),	57-78.		Radner,	H.,	&	Smith,	N.	(Eds.).	(2011).	NOM*d:	the	art	of	fashion.	Dunedin:	University	of	Otago.	Rantisi,	N.	M.	(2011).	The	prospects	and	perils	of	creating	a	viable	fashion	identity.	Fashion	Theory:	The	Journal	of	Dress,	Body	and	Culture,	15(2),	259-266.		Reade,	C.	(2010).	Resources:	collections	of	colonial	dress	and	fashion	in	Australia.	In	M.	Maynard	(Ed.),	Berg	encyclopedia	of	world	dress	and	
fashion	(Vol.	7:	Australia,	New	Zealand,	and	the	Pacific	Islands,	pp.	76-80).	Oxford:	Berg.	Rectanus,	M.	W.	(2002).	Culture	incorporated:	museums,	artists,	and	corporate	
sponsorships.	Minneapolis:	University	of	Minnesota	Press.	Reeder,	J.	G.	(2010).	High	style:	masterworks	from	the	Brooklyn	Museum	Costume	
Collection	at	the	Metropolitan	Museum	of	Art.	New	Haven:	Yale	University	Press.	Regnault,	C.	(2003a).	The	New	Zealand	gown	of	the	year.	Napier,	NZ:	Hawke's	Bay	Cultural	Trust.	Regnault,	C.	(2003b).	The	New	Zealand	Gown	of	the	Year.	Napier:	Hawke's	Bay	Museum.	
 334 
Regnault,	C.	(2010).	Small	screen	style.	NZ	Fashion	On	Screen.	Retrieved	from	https://www.nzonscreen.com/collection/nz-fashion-on-screen/background	Regnault,	C.	(2011,	24	June).	Behind	the	scenes:	New	Zealand	in	Vogue,	Te	Papa	
blog.	Retrieved	from	http://blog.tepapa.govt.nz/2011/06/24/behind-the-scenes-new-zealand-in-vogue/	Regnault,	C.	(2012).	A	culture	of	ease:	black	in	New	Zealand	fashion	in	the	new	millennium.	In	D.	de	Pont	(Ed.),	Black	in	fashion:	the	history	of	black	in	
fashion,	society	and	culture	in	New	Zealand	(pp.	200-219).	Auckland:	Penguin.	Regnault,	C.,	&	Hammonds,	L.	(2010).	The	two	thousands:	our	fashion	moment.	In	L.	Hammonds,	D.	Lloyd	Jenkins	&	C.	Regnault	(Eds.),	The	dress	circle:	
New	Zealand	fashion	design	since	1940	(pp.	343-391).	Auckland:	Godwit.	Revel,	A.	(2012).	The	rise	of	the	fashion	exhibition.	Fashion's	collective:	a	fashion	
marketing	resource.	Retrieved	from	http://fashionscollective.com/FashionAndLuxury/03/the-rise-of-fashion-exhibitions/	Rexford,	N.	(1988).	Studying	garments	for	their	own	sake:	mapping	the	world	of	costume	scholarship.	Dress:	The	Journal	of	the	Costume	Society	of	
America,	14,	68-75.		Rexhepi,	G.	(2014).	The	concept	of	concept	stores:	a	qualitative	research	on	a	new	
retailing	concept.	Unpublished	Master	of	Arts	dissertation,	Erasmus	University	Rotterdam,	Rotterdam.				Reyes-Galindo,	L.,	&	Duarte,	T.	R.	(2017).	Introduction:	intercultural	communication	and	science	and	technology	studies.	In	L.	Reyes-Galindo	&	T.	R.	Duarte	(Eds.),	Intercultural	communication	and	science	and	
technology	studies.	Basingstoke,	UK:	Palgrave	Macmillan.	Ribeiro,	E.	(1998).	Re-fashioning	art:	some	visual	approaches	to	the	study	of	the	history	of	dress.	Fashion	Theory:	The	Journal	of	Dress,	Body	and	Culture,	
2(4),	315-325.		Richmond,	V.	(2009).	Stitching	the	self:	Eliza	Kenniff's	drawers	and	the	materialization	of	identity	in	late-nineteenth-century	London.	In	M.	D.	Goggin	&	B.	F.	Tobin	(Eds.),	Women	and	things,	1750-1950:	gendered	
material	strategies	(pp.	43-54).	Farnham,	UK:	Ashgate.	Ridge,	M.	(Ed.).	(2014).	Crowdsourcing	our	cultural	heritage.	London:	Ashgate.	Riello,	G.,	&	McNeil,	P.	(2010).	Introduction.	In	G.	Riello	&	P.	McNeil	(Eds.),	The	
fashion	history	reader:	global	perspectives	(pp.	1-14).	Abingdon,	UK:	Routledge.	
 335 
Roach-Higgins,	M.	E.,	&	Eicher,	J.	B.	(1992).	Dress	and	identity.	Clothing	and	
Textiles	Research	Journal,	10(1),	1-8.		Roach-Higgins,	M.	E.,	Eicher,	J.	B.,	&	Johnson,	K.	K.	P.	(Eds.).	(1995).	Dress	and	
identity.	New	York:	Fairchild.	Robertson,	A.	(2009).	Exhibition	review:	Skin	+	Bones:	Parallel	Practices	in	
Fashion	and	Architecture.	Textile,	7(1),	106-113.		Robinson,	M.	(2010,	19	August).	The	business	of	fashion,	Thread	New	Zealand.	Retrieved	from	http://threadnz.com/fashion/fashion-industry/the-business-of-fashion-289/	Robinson,	M.	(2016,	18	March).	3.33.12	Margarita	Robertson	of	NOMd	fashion	exhibition,	Thread	New	Zealand.	Retrieved	from	http://threadnz.com/fashion/3-33-12-margarita-robertson-of-nomd-fashion-exhibition/	Robinson,	T.	Z.	(2010).	Dress,	dance	and	Dannevirke:	the	clothing	collection	of	Joan	Irvine.	Context:	dress/fashion/textiles	(21),	50-52.		Robinson,	T.	Z.	(2012).	‘On	the	influence	of	the	scientific	societies	of	New	Zealand	on	the	character	of	the	nation’:	collecting	and	identity	at	the	Hawke's	Bay	Philosophical	Institute	museum,	1874-1899.	Journal	of	the	
History	of	Collections	25(1),	87-102.		Robinson,	T.	Z.	(2013).	“For	their	Museum”:	shaping	identity	as	‘men	of	science’	at	the	Hawke’s	Bay	Philosophical	Institute,	1874-1899.	In	E.	Wallace,	I.	St	George	&	P.	Wells	(Eds.),	Gazing	with	a	trained	eye.	(pp.	85-100).	Napier,	NZ:	MTG	Hawke's	Bay.	Robinson,	T.	Z.	(2014).	The	curatorial	turn:	drawing	the	periphery	into	the	
museum.	Paper	presented	at	the	Connecting	the	Edge:	Within	and	Beyond	the	Museum,	Museums	Australia	National	Conference	2014,	Launceston,	Tasmania,	16-19	May	2014.		Robinson,	T.	Z.	(2016a).	Curatorial	strategies	for	the	fashion	future:	mediating	
fashion	knowledges,	place	and	material	identities.	Paper	presented	at	the	Facing	the	Future:	Local,	Global	and	Pacific	Possibilities,	Museums	Australasia	Conference,	Auckland,	15-19	May	2016.		Robinson,	T.	Z.	(2016b).	Museums	as	fashion	spaces:	mediating	fashion	
knowledges	through	exhibitionary	practices.	Paper	presented	at	the	Fashioning	Museums	International	Conference,	Australian	National	University,	Canberra,	1-3	February	2016.		Rocamora,	A.	(2001).	High	fashion	and	pop	fashion:	the	symbolic	production	of	fashion	in	Le	Monde	and	The	Guardian.	Fashion	Theory:	The	Journal	of	
Dress,	Body	and	Culture,	5(2),	123-142.		
 336 
Rocamora,	A.	(2002).	Fields	of	fashion:	critical	insights	into	Bourdieu's	sociology	of	culture.	Journal	of	Consumer	Culture,	2(3),	341-362.		Rocamora,	A.	(2009).	Fashioning	the	city:	Paris,	fashion	and	the	media.	London:	I.B.	Tauris.	Rocamora,	A.	(2015).	Pierre	Bourdieu:	the	field	of	fashion.	In	A.	Rocamora	&	A.	Smelik	(Eds.),	Thinking	through	fashion:	a	guide	to	key	theorists	(pp.	233-250).	London:	I.B.	Tauris.	Rocamora,	A.,	&	O'Neill,	A.	(2008).	Fashioning	the	street:	images	of	the	street	in	the	fashion	media.	In	E.	Shinkle	(Ed.),	Fashion	as	photograph:	viewing	and	
reviewing	images	of	fashion	(pp.	185-199).	London:	I.B.	Tauris.	Rocamora,	A.,	&	Smelik,	A.	(Eds.).	(2015).	Thinking	through	fashion:	a	guide	to	
key	theorists.	London:	I.B.	Tauris.	Romance	Was	Born.	(2009).	Doilies	and	pearls,	oysters	and	shells.	Retrieved	from	Romance	was	Born	website:	http://romancewasborn.com/collections/doilies-and-pearls-oysters-and-shells	Romance	Was	Born.	(2013).	Lil	Lord	Fauntleroy.	Retrieved	from	Romance	was	Born	website:	http://romancewasborn.com/collections/lil-lord-fauntleroy	Rose,	C.	(2007).	Bought,	stolen,	bequeathed,	preserved:	sources	for	the	study	of	18th-century	petticoats.	In	M.	Hayward	&	E.	Kramer	(Eds.),	Textiles	and	
text:	re-establishing	the	links	between	archival	and	object-based	research	(pp.	114-121).	London:	Archtype.	Ross,	K.	(2015).	Conceiving	and	calibrating	Gallipoli:	The	Scale	of	Our	War.	
Museums	Australia	Magazine,	24(1),	22-30.		Ross,	M.	(2004).	Interpreting	the	new	museology.	Museum	and	Society,	2(2),	84-103.		Ross,	R.	(2008).	Clothing:	a	global	history.	Or,	the	imperialists'	new	clothes.	Cambridge:	Polity.	Rosser,	E.	(2010).	Photographing	fashion:	a	critical	look	at	The	Sartorialist.	
Image	[&]	Narrative,	11(4),	158-170.	Retrieved	from	http://www.imageandnarrative.be/index.php/imagenarrative/article/view/116	Rothstein,	N.	(Ed.).	(1994).	Four	hundred	years	of	fashion:	Victoria	and	Albert	
Museum.	London:	Victoria	and	Albert	Museum.	Roulston,	J.	(2013,	8	August).	In	my	beauty	bag:	Margi	Robertson,	Stuff.	Retrieved	from	http://www.stuff.co.nz/life-style/beauty/beauty-news/9013648/In-my-beauty-bag-Margi-Robertson	
 337 
Rovine,	V.	L.	(2015).	African	fashion,	global	style:	histories,	innovations,	and	ideas	
you	can	wear.	Bloomington:	Indiana	University	Press.	Rudman,	B.	(1999,	18	December).	These	were	our	young	years,	New	Zealand	
Herald,	p.	E3.		Ruggerone,	L.	(2017).	The	feeling	of	being	dressed:	affect	studies	and	the	clothed	body.	Fashion	Theory:	The	Journal	of	Dress,	Body	and	Culture,	
21(5),	573-593.		Russo,	A.	(2012).	The	rise	of	the	“media	museum”.	In	E.	Giaccardi	(Ed.),	Heritage	
and	social	media:	understanding	heritage	in	a	participatory	culture	(pp.	145-158).	London:	Routledge.	Ryan,	M.,	&	Cree,	L.	M.	(Eds.).	(2010).	Contemporary	Japanese	fashion:	the	Gene	
Sherman	Collection.	Booragul,	NSW:	Lake	Macquarie	City	Art	Gallery.	Retrieved	from	http://sherman-scaf.org.au/wp-content/uploads/2009/06/ContemporaryJapaneseFashion.pdf		Ryan,	N.	(2007).	Prada	and	the	art	of	patronage.	Fashion	Theory:	The	Journal	of	
Dress,	Body	and	Culture,	11(1),	7-23.		Ryan,	N.	(2012).	Patronage:	Prada	and	the	art	of	patronage.	In	A.	Geczy	&	V.	Karaminas	(Eds.),	Fashion	and	art	(pp.	155-168).	London:	Berg.	Safe,	G.	(2011,	11	August).	Fashion	and	art	find	a	fit,	The	Sydney	Morning	Herald.	Retrieved	from	http://www.smh.com.au/lifestyle/fashion/fashion-and-art-find-a-fit-20110810-1imkh.html	Sainty,	M.,	&	Smith,	D.	(2000).	Dust	cloak.	Napier,	NZ:	Hawke's	Bay	Cultural	Trust.	Salmi,	H.	(2008).	Baudelaire	in	the	department	store:	urban	living	and	consumption	Nineteenth-century	Europe:	a	cultural	history	(pp.	88-98).	Cambridge:	Polity.	Sandberg,	M.	B.	(2002).	Living	pictures,	missing	persons:	mannequins,	museums,	
and	modernity.	Princeton:	Princeton	University	Press.	Sandell,	R.	(2007a).	Displaying	difference:	revealing	and	interpreting	the	hidden	history	of	disability,	in	Museums,	prejudice,	and	the	reframing	of	
difference	(pp.	138-172).	Abingdon,	UK:	Routledge.	Sandell,	R.	(2007b).	Museums,	predjudice	and	the	reframing	of	difference.	London:	Routledge.	Sandikci,	O.,	&	Ger,	G.	(2005).	Aesthetics,	ethics	and	politics	of	the	Turkish	headscarf.	In	S.	Kuchler	&	D.	Miller	(Eds.),	Clothing	as	material	culture.	Oxford:	Berg.	
 338 
Sark,	K.,	&	Bélanger-Michaud,	S.	D.	(2015).	Montreal	chic:	institutions	of	fashion	–	fashions	of	institutions.	Fashion	Theory:	The	Journal	of	Dress,	Body	and	
Culture,	19(3),	397-416.		Saunderson,	H.	(2011).	‘Do	not	touch’:	a	discussion	of	the	problems	of	a	limited	sensory	experience	with	objects	in	a	gallery	or	museum	context.	In	S.	Dudley,	A.	J.	Barnes,	J.	Binnie,	J.	Petrov	&	J.	Walklate	(Eds.),	The	thing	
about	museums	(pp.	159-170).	Abingdon,	UK:	Taylor	and	Francis.	Scandrett,	E.	(1978).	Breeches	and	bustles:	an	illustrated	history	of	clothes	worn	
in	Australia,	1788-1914.	Lilydale,	VIC:	Pioneer	Design	Studios.	Scannell,	P.	(2007).	Media	and	communication.	Los	Angeles:	Sage	Publications.	Schaer,	C.	(1998,	24	May).	Kiwis	out	in	front,	Sunday	Star-Times,	p.	E4.		Schaer,	C.	(2000).	Clash	of	the	cultures.	New	Zealand	Fashion	Quarterly	(Winter),	132-135.	Schaer,	C.	(2008,	21	June).	The	way	we	wore,	The	New	Zealand	Herald.	Retrieved	from	http://www.nzherald.co.nz/lifestyle/news/article.cfm?c_id=6&objectid=10517013	Schmidt,	C.,	&	Tay,	J.	(2009).	Undressing	Kellerman,	uncovering	Broadhurst:	the	modern	woman	and	'Un-Australia'.	Fashion	Theory:	The	Journal	of	Dress,	
Body	and	Culture,	13(4),	481-498.		Schneider,	S.	K.	(1997).	Body	design,	variable	realisms:	the	case	of	female	fashion	mannequins.	Design	Issues,	13(3),	5-16.		Schnieder,	J.	(2005).	Cloth	and	clothing.	In	C.	Tilley	(Ed.),	Handbook	of	material	
culture	(pp.	203-220).	London:	Sage.	Schwarz,	R.	A.	(1979).	Uncovering	the	secret	vice:	towards	an	anthropology	of	clothing	and	adornment.	In	J.	Cordwell	&	R.	A.	Schwarz	(Eds.),	The	fabrics	
of	culture:	the	anthropology	of	clothing	and	adornment.	Bristol,	UK:	Mouton.	Schwedt,	G.,	Chevalier,	M.,	&	Gutsatz,	M.	(2012).	Luxury	retail	management:	how	
the	world's	top	brands	provide	quality	product	and	service	support.	Singapore:	John	Wiley	&	Sons.	Sen,	S.,	Block,	L.	G.,	&	Chandran,	S.	(2002).	Window	displays	and	consumer	shopping	decisions.	Journal	of	Retailing	and	Consumer	Services,	9(5),	277-290.		Seven	Sharp	(Producer).	(2016,	27	August).	Model	in	her	50s	proves	you're	never	too	old	to	hit	the	catwalk	at	NZ	Fashion	Week.	Retrieved	from	https://www.tvnz.co.nz/one-news/new-zealand/model-in-her-50s-proves-youre-never-too-old-hit-catwalk-nz-fashion-week	
 339 
Severa,	J.,	&	Horswill,	M.	(1989).	Costume	as	material	culture.	Dress:	The	Journal	
of	the	Costume	Society	of	America,	15,	51-64.		Shand,	P.	(2010).	Pieces,	voids	and	seams:	an	introduction	to	contemporary	New	Zealand	fashion	design.	In	A.	Lassig	(Ed.),	New	Zealand	fashion	
design	(pp.	x-xxxviii).	Wellington:	Te	Papa	Press.	Shand,	P.	(2014).	When	the	event	is	insufficient:	an	apposite	story	of	New	Zealand	Fashion	Week.	In	K.	M.	WIlliams,	J.	Laing	&	W.	Frost	(Eds.),	
Fashion,	design	and	events	(pp.	87-101).	London:	Routledge.	Sheridan,	J.	(2010).	Fashion,	media,	promotion:	the	new	black	magic.	Chichester,	UK:	Wiley-Blackwell.	Sherman,	G.	J.,	&	Perlman,	S.	(2015).	The	real	world	guide	to	fashion	selling	and	
management.	New	York:	Bloomsbury.	Shipley,	J.	(1999).	Fashion	design	success	has	spinoffs	for	industry.	Retrieved	from	New	Zealand	Government	website:	https://www.beehive.govt.nz/release/fashion-design-success-has-spinoffs-industry	Shukla,	P.	(2015).	Costume:	performing	identities	through	dress.	Bloomington,	USA:	Indiana	University	Press.	Silverman,	D.	(1986).	Selling	culture:	Bloomingdale's,	Diana	Vreeland,	and	the	
new	aristocracy	of	taste	in	Reagan's	America.	New	York:	Pantheon.	Silverman,	R.	A.	(Ed.).	(2014).	Museum	as	process:	translating	local	and	global	
knowledges.	London:	Routledge.	Simmel,	G.	(1957	[1904]).	Fashion.	The	American	Journal	of	Sociology,	62(May),	541-558.		Simon,	N.	(2010).	The	participatory	museum.	Santa	Cruz,	USA:	Museum	2.0.	Simpson,	M.	(2001).	Making	representations:	museums	in	the	post-colonial	era.	London:	Routledge.	Sinclair,	C.	(2014).	Valley	of	the	dolls.	British	Vogue	(July),	182-185,	202.	Skjulstad,	S.	(2014).	Exhibiting	fashion:	museums	as	myth	in	contemporary	
branding	and	media	culture.	Paper	presented	at	the	NODEM:	Engaging	Spaces,	Interpretation,	Design	and	Digital	Strategies	Conference,	Warsaw,	Poland,	1-3	December	2014.	Retrieved	from	http://repo.nodem.org/uploads/NODEM%202014%20Proceedings.pdf.		Skov,	L.	(2004).	Fashion	shows,	fashion	flows:	the	Asia-Pacific	meets	in	Hong	Kong.	In	K.	Iwabuchi,	S.	Muecke	&	M.	Thomas	(Eds.),	Rogue	flows:	trans-
Asian	cultural	traffic	(pp.	221-246).	Hong	Kong:	Hong	Kong	University	Press.	
 340 
Skov,	L.	(2006).	The	role	of	trade	fairs	in	the	global	fashion	business.	Current	
Sociology,	54(5),	764-783.		Skov,	L.	(2011).	Entering	the	space	of	the	wardrobe.	Creative	Encounters	
Working	Paper,	(38),	12-25.	Retrieved	from	http://openarchive.cbs.dk/handle/10398/8277	Skov,	L.,	&	Melchior,	M.	R.	(2010).	Research	approaches.	In	J.	B.	Eicher	(Ed.),	
Berg	encyclopedia	of	world	dress	and	fashion	(Vol.	10:	Global	perspectives,	pp.	11-16).	Oxford:	Berg.	Skov,	L.,	Skjold,	E.,	Moeran,	B.,	Larsen,	F.,	&	Csaba,	F.	F.	(2009).	The	fashion	show	as	an	art	form.	Creative	Encounters	Working	Paper,	(32),	1-37.	Retrieved	from	http://openarchive.cbs.dk/handle/10398/7943	Sly,	S.	(2017,	22	September).	Everything	has	to	be	unmistakably	NOM*d,	Radio	
New	Zealand.	Retrieved	from	https://www.radionz.co.nz/programmes/my-heels-are-killing-me/story/201859068/everything-has-to-be-unmistakably-nom-d	Smiraglia,	C.	(2016).	Targeted	museum	programs	for	older	adults:	a	research	and	program	review.	Curator:	The	Museum	Journal,	59(1),	39-54.		Smith,	C.,	&	Laing,	R.	(2011).	What's	in	a	name?	The	practice	and	politics	of	classifying	Māori	textiles.	Textile	History,	42(2),	220-238.		Smith,	D.,	&	Clarke,	P.	(Eds.).	(2005).	Au	revoir	Marilyn	Sainty.	Auckland:	Objectspace.	Smith,	G.	J.,	Chadwick,	R.,	Konese,	N.,	Scheele,	S.,	Tauwhare,	S.	E.,	&	Weston,	R.	J.	(2007).	Photodegradation	of	Phormium	tenax	fibres:	the	role	of	naturally	occurring	coumarins.	In	M.	Hayward	&	E.	Kramer	(Eds.),	Textiles	and	text:	
re-establishing	the	links	between	archival	and	object-based	research	(pp.	264-270).	London:	Archetype.	Smith,	J.	(2010).	The	creative	country:	policy,	practice	and	place	in	New	Zealand's	
creative	economy	1999-2008.	Unpublished	Doctor	of	Philosophy	thesis,	Auckland	University	of	Technology,	Auckland.				Smith,	L.	H.	(2017).	Undressed:	A	Brief	History	of	Underwear.	Critical	Studies	in	
Men's	Fashion,	4(1),	96-102.		Smith,	M.	K.	(2003).	Communities	of	practice.	The	Encyclopedia	of	Informal	
Education.	Retrieved	from	www.infed.org/biblio/communities_of_practice.htm	Smith,	N.	(2007).	Fashion	and	the	artworld:	intersection,	interplay	and	collusion	
since	1982.	Unpublished	Doctor	of	Philosophy	thesis,	Otago	University,	Dunedin.				
 341 
Smith,	N.	(2011).	Biography:	Margarita	Robertson.	In	H.	Radner	&	N.	Smith	(Eds.),	NOM*d:	the	art	of	fashion	(pp.	4-12).	Dunedin:	University	of	Otago.	Smith,	N.	(2015).	Exhibition	reviews:	‘Whetu	Tirikatene-Sullivan	–	Travel	in	Style’.	Textile	History,	46(2),	266-268.		Smith,	N.,	&	Radner,	H.	(2011).	NOM*d:	conceptual	couture	in	Dunedin.	In	H.	Radner	&	N.	Smith	(Eds.),	NOM*d:	the	art	of	fashion	(pp.	13-34).	Dunedin:	University	of	Otago.	Söll,	Ä.	(2009).	Pollock	in	Vogue:	American	fashion	and	avant-garde	art	in	Cecil	Beaton's	1951	photographs.	Fashion	Theory:	The	Journal	of	Dress,	Body	&	
Culture,	13(1),	29-50.		Somerville,	K.	(2016).	Dominique	Sirop	collection.	Art	Journal	of	the	National	
Gallery	of	Victoria	(55),	unpaginated.	Retrieved	from	https://www.ngv.vic.gov.au/essay/dominique-sirop-collection/	Somerville,	K.,	&	Whitfield,	D.	(2013).	The	Australian	fashion	and	textiles	collection	at	the	National	Gallery	of	Victoria.	Museums	Australia	
Magazine,	21(3),	37-38.		Sommerlund,	J.	(2008).	Mediations	in	fashion.	Journal	of	Cultural	Economy,	1(2),	165-180.		Spilker,	K.	D.	(2007).	Breaking	the	mode:	contemporary	fashion	from	the	
permanent	collection,	Los	Angeles	County	Museum	of	Art.	Milan:	Skira.	Spunner,	S.	(2009a).	Remembrance	of	things	past	and	waists	lost	–	from	Paris	to	Melbourne.	Art	Monthly	Australia	(226),	18-20.		Spunner,	S.	(2009b).	Somewhere	between	merigue	and	ivory:	the	white	wedding	dress.	Art	Monthly	Australia	(242),	32-35.		Srinivasan,	R.,	Becvar,	K.	M.,	Boast,	R.,	&	Enote,	J.	(2010).	Diverse	knowledges	and	contact	zones	within	the	digital	museum.	Science,	Technology	and	
Human	Values,	35(5),	735-768.		Staff	Writer.	(2010,	4	May).	Frock	Stars	launches	15	years	of	Australian	Fashion	Week	at	Powerhouse	Museum,	Spice	News.	Retrieved	from	https://www.spicenews.com.au/2010/05/frock-stars-launches-15-years-of-australian-fashion-week-at-powerhouse-museum/?alist_states=	Stanfill,	S.	(2006).	Curating	the	fashion	city:	New	York	fashion	at	the	V	&	A.	In	C.	Breward	&	D.	Gilbert	(Eds.),	Fashion’s	world	cities	(pp.	69-88).	Oxford:	Berg.	Star,	S.	L.	(2010).	This	is	not	a	boundary	object:	reflections	on	the	origin	of	a	concept.	Science,	Technology,	and	Human	Values,	35(5),	601-617.		
 342 
Star,	S.	L.,	&	Griesemer,	J.	R.	(1989).	Institutional	ecology:	'translations'	and	boundary	objects:	amateurs	and	professionals	in	Berkeley's	Museum	of	Vertebrate	Zoology,	1907-39.	Social	Studies	of	Science,	19(3),	387-420.		Steele,	V.	(1988).	Paris	fashions:	a	cultural	history.	New	York:	Oxford	University	Press.	Steele,	V.	(1991).	The	F	word.	Lingua	Franca:	The	Review	of	Academic	Life	(April),	17-20.		Steele,	V.	(1998).	A	museum	of	fashion	is	more	than	a	clothes	bag.	Fashion	
Theory:	The	Journal	of	Dress,	Body	and	Culture,	2(4),	327-335.		Steele,	V.	(2007).	The	black	dress.	New	York:	Harper	Design.	Steele,	V.	(2008).	Museum	quality:	the	rise	of	the	fashion	exhibition.	Fashion	
Theory:	The	Journal	of	Dress,	Body	and	Culture,	12(1),	7-30.		Steele,	V.	(2013).	A	queer	history	of	fashion:	from	the	closet	to	the	catwalk.	New	Haven,	USA:	Yale	University	Press.	Steele,	V.	(Ed.).	(2010).	The	Berg	companion	to	fashion.	Oxford:	Berg.	Steele,	V.	(Ed.).	(2016).	Fashion	designers	A-Z:	the	collection	of	the	Museum	at	
FIT.	Cologne,	Germany:	Taschen.	Stephenson,	K.	J.	(2011).	Staging	the	past:	the	period	room	in	New	Zealand.	Master	of	Arts	dissertation,	Victoria	University	of	Wellington,	Wellington.				Stern,	R.	(2004).	Against	fashion:	clothing	as	art,	1850-1930.	Cambridge,	USA:	MIT	Press.	Stevenson,	N.	J.	(2008).	The	fashion	retrospective.	Fashion	Theory:	The	Journal	of	
Dress,	Body	and	Culture,	12(2),	219-236.		Stewart,	S.	(1984).	On	longing:	narratives	of	the	miniature,	the	gigantic,	the	
souvenir,	the	collection.	Baltimore:	Johns	Hopkins	University	Press.	Stewart,	T.	S.,	&	Marcketti,	S.	B.	(2012).	Textiles,	dress,	and	fashion	museum	website	development:	strategies	and	practices.	Museum	Management	and	
Curatorship,	27(5),	523-538.		Stirling,	P.	(1991,	29	July).	Raiders	of	the	rack.	New	Zealand	Listener	and	TV	
Times,	14-19.	Stocker,	M.	(2011).	NOM*d:	the	art	of	fashion:	introduction.	In	H.	Radner	&	N.	Smith	(Eds.),	NOM*d:	the	art	of	fashion	(pp.	1-3).	Dunedin:	University	of	Otago.	Stoner,	A.	(2013,	21	November).	Media	release:	NSW	Government	secures	Mercedes-Benz	Fashion	Week	Australia	for	Sydney	until	2015.	Retrieved	
 343 
from	https://www.destinationnsw.com.au/news-and-media/media-releases/nsw-government-secures-mercedes-benz-fashion-week-australia-for-sydney-until-2015	Stupples,	P.	(2011).	A	cloud	in	trousers.	In	H.	Radner	&	N.	Smith	(Eds.),	NOM*d:	
the	art	of	fashion	(pp.	42-44).	Dunedin:	University	of	Otago.	Styles,	J.	(1998).	Dress	in	history:	reflections	on	a	contested	terrain.	Fashion	
Theory:	The	Journal	of	Dress,	Body	and	Culture,	2(4),	383-389.		Sugarman,	R.	(Ed.).	(2012).	Dressing	Sydney:	the	Jewish	fashion	story,	an	
exhibition	by	the	Sydney	Jewish	Museum.	Darlinghurst,	NSW:	Sydney	Jewish	Museum.	Summers,	L.	(2000).	Sanitising	the	female	body:	costume,	corsetry,	and	the	case	for	corporeal	feminism	in	social	history	museums.	Open	Museum	Journal,	
1.	Retrieved	from	http://archive.amol.org.au/craft/omjournal/abstract.asp?ID=3		Surchi,	M.	(2010).	The	temporary	store:	a	new	marketing	tool	for	fashion	brands.	Journal	of	Fashion	Marketing	and	Management,	15(2),	257-270.		Svendsen,	L.	(2006).	Fashion:	a	philosophy	(J.	Irons,	Trans.).	London:	Reaktion	Press.	Swale,	S.,	&	Wilson,	J.	(2016).	In	your	face:	dress	of	the	Dunedin	underground	music	scene,	1985-1996.	Clothing	Culture,	3(2),	111-127.		Swarbrick,	N.	(2016).	Creative	life:	design	and	fashion	Te	Ara:	the	Encyclopedia	
of	New	Zealand.	Accessed	online	at	http://www.TeAra.govt.nz/en/creative-life/page-3		Swinney,	G.	N.	(2011).	What	do	we	know	about	what	we	know?	The	museum	'register'	as	museum	object.	In	S.	Dudley,	J.	Binnie,	J.	Petrov	&	J.	Walklate	(Eds.),	The	thing	about	museums	(pp.	31-46).	Abingdon,	UK:	Taylor	and	Francis.	Talkabout:	beads	and	bustles.	(1952,	12	August).	The	News,	p.	15.		Tansley,	R.	(2008).	Dark	queen	of	fashion.	North	&	South	(March),	48-52.		Tarrant,	N.	E.	A.	(1983).	Collecting	costume:	the	care	and	display	of	clothes	and	
accessories.	London:	Allen	&	Unwin.	Tarrant,	N.	E.	A.	(1994).	The	development	of	costume.	Edinburgh:	National	Museums	of	Scotland.	Tarrant,	N.	E.	A.	(1999).	The	real	thing:	the	study	of	original	garments	in	Britain	since	1947.	Costume:	The	Journal	of	the	Costume	Society,	33(1),	12-22.		
 344 
Tarter,	S.,	&	Bekefi,	F.	(2014).	Encountering	object	and	character:	visitor	engagement	with	film	costume	in	the	exhibition	‘Hollywood	Costume’.	
Fashion,	Style	and	Popular	Culture,	2(1),	65-85.		Tasmanian	Museum:	loan	exhibits	from	citizens.	(1939,	22	November).	The	
Mercury,	p.	12.		Tasmanian	Museum:	new	room	of	ethnology	reorganised.	(1936,	29	July).	The	
Mercury,	p.	3.		Taylor,	L.	(1998).	Doing	the	laundry?	A	reassessment	of	object-based	dress	history.	Fashion	Theory:	The	Journal	of	Dress,	Body	and	Culture,	2(4),	337-358.		Taylor,	L.	(2002).	The	study	of	dress	history.	Manchester:	Manchester	University	Press.	Taylor,	L.	(2004).	Establishing	dress	history.	Manchester:	Manchester	University	Press.	Taylor,	M.	(2005).	Culture	transition:	fashion's	cultural	dialogue	between	commerce	and	art.	Fashion	Theory:	The	Journal	of	Dress,	Body	and	
Culture,	9(4),	445-460.		Te	Punga	Somerville,	A.	(2012).	Once	were	Pacific:	Māori	connections	to	Oceania.	Minneapolis:	University	of	Minnesota	Press.	Tedmanson,	S.	(2016,	9	February).	NGV	unveils	Australia’s	most	significant	collection	of	French	haute	couture,	Vogue	Australia.	Retrieved	from	https://www.vogue.com.au/culture/features/ngv-unveils-australias-most-significant-collection-of-french-haute-couture/news-story/0d5a80f0866d0e4bfd444664f9fdd6f7	Tetley,	C.	(2010).	Lifting	the	cloak	of	silence:	redramatising	clothing	as	material	culture,	through	an	object	analysis	of	Te	Aia's	cloak.	Tuhinga:	Records	of	
the	Museum	of	New	Zealand	Te	Papa	Tongarewa,	21,	125-134.	Retrieved	from	http://collections.tepapa.govt.nz/Theme.aspx?irn=3029	Teunissen,	J.	(2014).	Understanding	fashion	through	the	museum.	In	M.	R.	Melchior	&	B.	Svenson	(Eds.),	Fashion	and	museums:	theory	and	practice	(pp.	33-45).	London:	Bloomsbury.	The	jubilee	exhibition.	(1901,	13	August).	The	Bendigo	Independent,	p.	3.		The	Metropolitan	Museum	of	Art.	(2011).	About	the	exhibition.	Alexander	
McQueen:	Savage	Beauty.		Retrieved	5	June	2012,	from	http://blog.metmuseum.org/alexandermcqueen/about/	The	models	who	never	age...	(1981,	29	April).	The	Australian	Women's	Weekly,	pp.	32-33.		
 345 
The	women’s	court.	(1901,	14	November).	The	Bendigo	Independent,	p.	3.		Thode,	S.	(2009).	Bones	and	words	in	1870s	New	Zealand:	the	moa-hunter	debate	through	actor	networks.	British	Journal	of	the	History	of	Science,	
42(2),	225-244.		Thompson,	E.	(2010).	Museum	collections	of	fashion	and	dress.	In	J.	B.	Eicher	(Ed.),	Berg	encyclopedia	of	world	dress	and	fashion	(Vol.	10:	Global	perspectives,	pp.	295-303).	Oxford:	Berg.	Thompson-Fawcett,	M.	(2007).	Styling	the	city:	the	municipality,	fashion	and	
identity	in	Dunedin,	New	Zealand.	Paper	presented	at	the	Urban	Trialogues:	Co-productive	Ways	to	Relate	Visioning	and	Strategic	Urban	Projects,	43rd	International	Society	of	City	and	Regional	Planners	Congress,	Antwerp,	Belgium,	19-23	September	2007.	Retrieved	from	http://www.isocarp.net//projects/case_studies/cases/main.asp.		Thrift,	N.	(1996).	Spatial	formations.	London:	Sage.	Tilley,	C.,	Keane,	W.,	Kuchler,	S.,	Rowlands,	M.,	&	Spyer,	P.	(Eds.).	(2006).	
Handbook	of	material	culture.	London:	Sage.	Titton,	M.	(2013).	Styling	the	street:	fashion	performance,	stardom	and	neo-dandyism	in	street	style	blogs.	In	S.	Bruzzi	&	P.	Church	Gibson	(Eds.),	
Fashion	cultures	revisited:	theories,	explorations	and	analysis	(pp.	128-137).	Abingdon,	UK:	Routledge.	Titton,	M.	(2015).	Fashionable	personae:	self-identity	and	enactments	of	fashion	narratives	in	fashion	blogs.	Fashion	Theory:	The	Journal	of	Dress,	Body	
and	Culture,	19(2),	201-220.		Titton,	M.	(2016).	Fashion	criticism	unravelled:	a	sociological	critique	of	criticism	in	fashion	media.	International	Journal	of	Fashion	Studies,	3(2),	209-223.		Tizard,	J.	(2000).	Funding	into	the	arts,	culture	and	heritage	sector.	Retrieved	from	New	Zealand	Government	website:	https://www.beehive.govt.nz/feature/funding-arts-culture-and-heritage-sector	Tortora,	P.	G.	(2005).	Survey	of	historic	costume:	a	history	of	western	dress.	New	York:	Fairchild.	Tortora,	P.	G.	(2010).	History	and	development	of	fashion.	In	J.	B.	Eicher	(Ed.),	
Berg	encyclopedia	of	world	dress	and	fashion	(Vol.	10:	Global	perspectives,	pp.	159-170).	Oxford:	Berg.	Townsend,	L.	(2008).	Seen	but	not	heard?	Collecting	the	history	of	New	Zealand	
childhood.	Unpublished	Master	of	Arts	dissertation,	Victoria	University	of	Wellington,	Wellington.				
 346 
Townsend,	L.	(2012).	Collecting	kids’	stuff:	in	search	of	the	history	of	childhood	in	New	Zealand	museums.	Tuhinga:	Records	of	the	Museum	of	New	
Zealand	Te	Papa	Tongarewa,	23,	39-51.		Traill-Nash,	G.	(2015,	11	July).	Centre	for	Fashion	marks	industry	coming	of	age,	
The	Australian.	Retrieved	from	http://www.theaustralian.com.au/life/columnists/glynis-traill-nash/centre-for-fashion-marks-industry-coming-of-age/news-story/094cc0300c4d997843d236c61e6cf0e6	Traill-Nash,	G.	(2016a,	17	August).	Grey	is	the	new	black	as	older	women	break	taboos,	The	Australian.	Retrieved	from	http://www.theaustralian.com.au/life/fashion/grey-is-the-new-black-as-older-women-break-taboos/news-story/0035a6591f340c7787ad11e1e1e00c17	Traill-Nash,	G.	(2016b,	10	February).	National	Gallery	of	Victoria's	new	acquisition	dressed	to	thrill,	The	Australian.	Retrieved	from	http://www.theaustralian.com.au/arts/visual-arts/national-gallery-of-victorias-new-acquisition-dressed-to-thrill/news-story/0c61de6b75875237c8f2a14b72f3d842	Trotter,	C.	(2016,	28	July).	What	is	a	concept	store?,	Insider	Trends.	Retrieved	from	https://www.insider-trends.com/what-is-a-concept-store/#ixzz561AUNT5K	Tseelon,	E.	(2001).	Ontological,	epistemological	and	methodological	clarifications	in	fashion	research:	from	critique	to	empirical	suggestions.	In	A.	Guy,	E.	Green	&	M.	Banim	(Eds.),	Through	the	wardrobe:	women's	
relationship	with	their	clothes	(pp.	237-254).	Oxford:	Berg.	Tseelon,	E.	(2010).	Is	identity	a	useful	critical	tool?	Critical	Studies	in	Fashion	
and	Beauty,	1(2),	151-159.		Tseelon,	E.	(2012).	Authenticity.	In	A.	Geczy	&	V.	Karaminas	(Eds.),	Fashion	and	
art	(pp.	111-122).	London:	Berg.	Tucker,	L.	(2014,	16	October).	From	the	sidewalk	to	the	catwalk:	Jean	Paul	Gaultier	opens	exhibition	at	National	Gallery	of	Victoria,	ABC	News.	Retrieved	from	http://www.abc.net.au/news/2014-10-16/jean-paul-gaultier-opens-from-the-sidewalk-to-the-catwalk/5819984	Tulloch,	L.	(1989).	Fabulous	Nobodies.	London:	Chatto	and	Windus.	Turney,	J.	(2007).	(Ad)dressing	the	century:	fashionability	and	floral	frocks.	In	M.	Hayward	&	E.	Kramer	(Eds.),	Textiles	and	text:	re-establishing	the	links	
between	archival	and	object-based	research	(pp.	58-64).	London:	Archetype.	Twigg,	J.	(2007).	Clothing,	age	and	the	body:	a	critical	review.	Ageing	and	
Society,	27,	285–305.		
 347 
Twigg,	J.	(2009).	Clothing,	identity	and	the	embodiment	of	age.	In	J.	Powell	&	T.	Gilbert	(Eds.),	Aging	and	identity:	a	postmodern	dialogue	(pp.	93-104).	New	York:	Nova	Scotia	Publishers.	Twigg,	J.	(2010).	How	does	Vogue	negotiate	age?	Fashion,	the	body,	and	the	older	woman.	Fashion	Theory:	The	Journal	of	Dress,	Body	and	Culture,	
14(4),	471-490.		Twigg,	J.	(2012a).	Adjusting	the	cut:	fashion,	the	body	and	age	on	the	UK	high	street.	Ageing	and	Society,	32,	1030-1054.		Twigg,	J.	(2012b).	Fashion	and	age:	the	role	of	women's	magazines	in	the	constitution	of	aged	identities.	In	V.	Ylänne	(Ed.),	Representing	ageing:	
images	and	identities	(pp.	132-146).	New	York:	Palgrave	Macmillan.	Urry,	J.	(1995).	Consuming	places.	London:	Routledge.	Valuable	antiques:	exhibition	at	Launceston,	marvellous	collection,	funds	for	the	poor.	(1931,	26	May).	The	Mercury,	p.	11.		van	Acker,	E.,	&	Craik,	J.	(1997).	Effects	of	restructuring	the	Australian	fashion	industry:	from	industry	policy	to	cultural	policy.	Journal	of	Fashion	
Marketing	and	Management,	2(1),	21-33.		van	Bueren,	M.	L.	(2015,	28	January).	Beaton	&	Pollock:	the	new	soft	look	1951,	
MLVB.	Retrieved	from	http://www.marjoleinlammertsvanbueren.com/beaton-pollock-the-new-soft-look-1951/	van	Maanen,	H.	(2009).	How	to	study	art	worlds:	on	the	societal	functioning	of	
aesthetic	values.	Amsterdam:	Amsterdam	University	Press.	Vänskä,	A.,	&	Clark,	H.	(Eds.).	(2018).	Fashion	curating:	critical	practice	in	the	
museum	and	beyond.	London:	Bloomsbury.	Varutti,	M.	(2014).	Polysemic	objects	and	partial	translations:	museums	and	the	interpretation	of	indigenous	material	culture	in	Taiwan.	Museum	
Anthropology,	37(2),	102-117.		Veblen,	T.	(1998	[1899]).	The	theory	of	the	leisure	class.	Amherst,	USA:	Prometheus.	Vergo,	P.	(Ed.).	(1989).	The	new	museology.	London:	Reaktion.	Victorian	dresses	on	parade.	(1952,	27	July).	The	Sunday	Herald,	p.	13.		Vidal,	J.	(1999a,	22	September).	NZ	fashion	show	sellout	in	London,	Southland	
Times,	p.	5.		Vidal,	J.	(1999b,	22	September).	NZ	Four	a	hit	in	London,	The	Dominion	Post,	p.	9.		
 348 
Vogue	Australia.	(2011).	The	ageless	issue.	Vogue	Australia	(July).	Vogue	Australia.	(2015).	Romance	Was	Born:	born	Sydney,	Australia.	Retrieved	from	Vogue	Australia	website:	http://www.vogue.com.au/celebrity/designers/romance+was+born,121	Votzourakis,	P.	(2013,	6	December).	‘No	logo’s	fashion	only’:	lets	chat	with	Omar	Altabakha	manager	of	Cara	&	Co,	Penny	V.	Retrieved	from	http://pennyv.com.au/logos-fashion-lets-chat-omar-tabekha-manager-cara-co/	Vourazeri,	S.	(2011,	14	February).	Synergy	of	Art	and	Fashion	by	Cara	&	Co,	
Yatzer.	Retrieved	from	http://www.yatzer.com/Synergy-of-Art-and-Fashion-by-Cara-and-Co	Wachtel,	K.,	Beecher,	T.,	&	Connellan,	N.	(2015,	17	April).	Outback	tribal	technicolour	at	Romance	Was	Born,	Broadsheet.	Retrieved	from	https://www.broadsheet.com.au/sydney/fashion/gallery/outback-tribal-technicolour-romance-was-born	Walker,	K.	(2000).	Insider:	diary	of	a	dress.	New	Zealand	Fashion	Quarterly	(Spring),	70-72.	Walker,	S.	(Ed.).	(1989).	Rogernomics:	reshaping	New	Zealand's	economy.	Wellington:	GP	Books.	Walker,	Z.	(2014).	What	is	New	Zealand's	fashion	identity?	Dark	and	moody,	or	have	we	moved	on?	The	New	Zealand	Herald.	Retrieved	from	http://www.nzherald.co.nz/lifestyle/news/article.cfm?c_id=6&objectid=10748346	Wallace,	P.	(2007).	He	whatu	ariki,	he	kura,	he	waero:	chiefly	threads,	red	and	white.	In	B.	Labrum,	F.	McKergow	&	S.	Gibson	(Eds.),	Looking	flash:	
clothing	in	Aotearoa	New	Zealand	(pp.	12-27).	Auckland:	Auckland	University	Press.	Walton,	M.,	&	Duncan,	I.	(2002).	Creative	industries	in	New	Zealand	economic	contribution:	report	to	Industry	New	Zealand.	Wellington:	New	Zealand	Institute	of	Economic	Research.	Retrieved	from	https://nzier.org.nz/static/media/filer_public/00/88/00881c26-1bee-4b90-baa7-bbc07cac28a7/creative_industries_in_nz.pdf.	Ward,	L.,	Chidlow,	K.,	&	Pointon,	S.	(2012).	Australian	dress	register.	Haymarket,	NSW:	Powerhouse	Museum.	Warner,	H.	(2014).	Fashion	on	television:	identity	and	celebrity	culture.	London:	Bloomsbury	Academic.	Warren,	L.,	&	Richards,	N.	(2013).	‘I	don’t	see	many	images	of	myself	coming	back	at	myself’:	representations	of	women	and	ageing.	In	V.	Ylänne	(Ed.),	
 349 
Representing	ageing:	images	and	identities	(pp.	149-168).	New	York:	Palgrave	Macmillan.	Waterton,	E.,	&	Dittmer,	J.	(2014).	The	museum	as	assemblage:	bringing	forth	affect	at	the	Australian	War	Memorial.	Museum	Management	and	
Curatorship,	29(2),	122-139.		Waugh,	E.	(1962,	15	April).	Sayings	of	the	week,	The	Observer,	p.	40.		Webber,	M.,	&	Weller,	S.	(2001a).	Refashioning	the	rag	trade:	internationalising	
Australia's	textiles,	clothing	and	footwear	industries.	Sydney:	University	of	New	South	Wales	Press.	Webber,	M.,	&	Weller,	S.	(2001b).	Trade	and	inequality:	Australia's	textile,	clothing,	and	footwear	industries,	1986–1996.	Journal	of	Economic	
Geography,	1(4),	381-403.		Webber,	M.,	Weller,	S.,	&	O'Neill,	P.	(1996).	Participation	in	labour	adjustment	assistance:	the	TCF	Labour	Adjustment	Package.	Economic	and	Labour	
Relations	Review,	7(2),	285-314.		Webster,	E.,	&	Smith,	N.	(2012).	Black	as	a	fashionable	colour.	In	D.	de	Pont	(Ed.),	Black:	the	history	of	black	in	fashion,	society	and	culture	in	New	
Zealand	(pp.	80-101).	Auckland:	Penguin.	Webster,	K.	(2014).	Creating	wow	in	the	fashion	industry:	reflecting	on	the	experience	of	Melbourne	Fashion	Festival.	In	K.	M.	Williams,	J.	Laing	&	W.	Frost	(Eds.),	Fashion,	design	and	events	(pp.	118-130).	London:	Routledge.	Weller,	S.	(2007).	Fashion	as	viscous	knowledge:	fashion's	role	in	shaping	trans-national	garment	production.	Journal	of	Economic	Geography,	7(1),	39-66.		Weller,	S.	(2008).	Beyond	'global	production	networks':	Australian	Fashion	Week's	trans-sectoral	synergies.	Growth	and	Change,	39(1),	104-122.		Weller,	S.	(2010).	Retailing,	clothing	and	textiles	production	in	Australia.	In	M.	Maynard	(Ed.),	Berg	encyclopedia	of	world	dress	and	fashion	(Vol.	7:	Australia,	New	Zealand,	and	the	Pacific	Islands,	pp.	86-94).	Oxford:	Berg.	Weller,	S.	(2011).	Popularizing	fashion	in	Melbourne,	Australia.	In	L.	Welters	&	A.	Lillethun	(Eds.),	The	fashion	reader	(2nd	ed.,	pp.	243-249).	Oxford:	Berg.	Weller,	S.	(2014).	Creativity	or	costs?	Questioning	New	Zealand’s	fashion	success:	a	methodological	intervention.	Journal	of	Economic	Geograohy	
14(4),	721-737.		Weller,	S.	(2015).	Trade	fairs	in	peripheral	places:	towards	a	political	economy	of	Australian	fashion	events.	In	H.	Bathelt	&	G.	Zeng	(Eds.),	Temporary	
 350 
knowledge	ecologies:	the	rise	of	trade	fairs	in	the	Asia-Pacific	region	(pp.	217-233).	Cheltenham,	UK:	Edward	Elgar	Publishing.	Welters,	L.,	&	Lillethun,	A.	(2008).	Exhibition	review:	Fashion	Show:	Paris	
Collections	2006.	Fashion	Theory:	The	Journal	of	Dress,	Body	and	Culture,	
12(3),	385-392.		Welters,	L.,	&	Lillethun,	A.	(Eds.).	(2011).	The	fashion	reader	(2nd	ed.).	Oxford:	Berg.	Wenger,	E.	(1999).	Communities	of	practice:	learning,	meaning,	and	identity.	Cambridge:	Cambridge	University	Press.	Were,	G.	(2005).	Pattern,	efficacy	and	enterprise:	on	the	fabrication	of	connections	in	Melanesia	In	S.	Kuchler	&	D.	Miller	(Eds.),	Clothing	as	
material	culture	(pp.	159-174).	Oxford:	Berg.	What	women	wore	last	century.	(1938,	28	October).	The	Mercury,	p.	6.		White,	M.	(2006).	Exhibition	reviews:	‘Kimono	–	A	Japanese	Story’.	Textile	
History,	37(2),	206-208.		White,	M.,	Smith,	C.	A.,	&	Te	Kanawa,	K.	(2015).	Māori	textiles	from	Puketoi	Station,	Otago,	New	Zealand.	Textile	History,	46(2),	213-234.		Wilcox,	C.,	&	Lister,	J.	(Eds.).	(2013).	V&A	gallery	of	fashion.	London:	V&A	Publishing.	Williams,	G.	A.	(2015).	Fashion	China.	New	York:	Thames	&	Hudson.	Williams,	K.	(2003).	Understanding	media	theory.	London:	Arnold.	Williams,	K.	M.,	Laing,	J.,	&	Frost,	W.	(Eds.).	(2014).	Fashion,	design	and	events.	London:	Routledge.	Williams,	P.	H.	(2003).	New	Zealand's	identity	complex:	a	critique	of	cultural	
practices	at	the	Museum	of	New	Zealand	Te	Papa	Tongarewa.	Unpublished	Doctor	of	Philosophy	thesis,	University	of	Melbourne,	Melbourne.				Williams,	R.	H.	(1982).	Dream	worlds:	mass	consumption	in	late	nineteenth-
century	France.	Berkeley:	University	of	California	Press.	Wilson,	E.	(2003).	Adorned	in	dreams:	fashion	and	modernity.	London:	I.B.	Tauris.	Windows	portray	150	years	of	changing	fashions.	(1922,	22	May).	The	Sydney	
Morning	Herald,	p.	2.		
 351 
Winkworth,	K.	(1993).	Followers	of	fashion:	dress	in	the	fifties.	In	J.	O’Callaghan	(Ed.),	The	Australian	dream:	design	of	the	fifties	(pp.	58-73).	Sydney:	Powerhouse	Publishing.	Wissinger,	E.	A.	(2015).	This	year's	model:	fashion,	media,	and	the	making	of	
glamour.	New	York:	New	York	University	Press.	Witcomb,	A.	(1998).	Beyond	the	mausoleum:	museums	and	the	media.	Media	
International	Australia	(89),	21-33.		Witcomb,	A.	(2003).	Re-imagining	the	museum:	beyond	the	mausoleum.	London:	Routledge.	Witcomb,	A.	(2010).	The	materiality	of	virtual	technologies:	a	new	approach	to	thinking	about	the	impact	of	multimedia	in	museums.	In	F.	R.	Cameron	&	S.	Kenderdine	(Eds.),	Theorizing	digital	cultural	heritage:	a	critical	
discourse	(pp.	35-48).	Cambridge,	USA:	MIT	Press.	Witcomb,	A.,	&	Healy,	C.	(Eds.).	(2006).	South	Pacific	museums:	experiments	in	
culture.	Clayton,	VIC:	Monash	University	ePress.	Wolfe,	R.	(2001).	The	way	we	wore:	the	clothes	New	Zealanders	have	loved.	Auckland:	Penguin.	
Woman	of	fashion,	1947,	spring	summer:	the	Bloomingdale	Collection.	(1947).	New	York:	The	Costume	Institute.	Woodbury,	K.	(2012).	Sponsorship	Mercedes-Benz	Fashion	Week	Australia	2013	to	2015	(File	No:	S104486).	Sydney:	City	of	Sydney.	Retrieved	from	http://meetings.cityofsydney.nsw.gov.au/council/about-council/meetings/documents/meetings/2012/Committee/Cultural/031212/121203_CCC_ITEM11.pdf		Woodbury,	K.	(2015).	Item	27.	Sponsorship	-	Fashion	Week	Australia,	Fashion	Weekend	Edition	and	fashion	trade	shows	produced	by	International	Management	Group	(IMG)	(7	December	ed.).	Sydney:	City	of	Sydney.	Retrieved	from	http://www.cityofsydney.nsw.gov.au/__data/assets/pdf_file/0003/247584/151207_CFPTC_ITEM27.pdf		Woodward,	I.	(2007).	Understanding	material	culture.	London:	Sage.	Woodward,	S.	(2007).	Why	women	wear	what	they	wear.	New	York:	Berg.	Yan,	J.	(2001).	Down	with	dictatorial:	Karen	Walker	and	her	Etiquette	collection	for	Spring	2001.	Lucire.	Retrieved	from	http://lucire.com/2000/0720fe1.shtml	Ytre-Arne,	B.	(2014).	Positioning	the	self:	identity	and	women's	magazine	reading.	Feminist	Media	Studies,	14(2),	237-252.			
